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Abstract 
The nature of ongoing dance engagement and identity as a dancer in the identity and 
professional development of the emerging dance/movement therapist 
Stephanie Gail Ross 
Ellen Schelly Hill  
 
 
The objective of this research is to understand how the dance/movement therapy student 
integrates identities and activities as a dancer in the process of becoming a 
dance/movement therapist.  The researcher conducted individual, semi-structured phone 
interview surveys with nine second year dance/movement therapy graduate students of 
American Dance Therapy Association approved Dance/Movement Therapy Master’s 
programs. The interviews consisted of open- and close-ended questions and included an 
embedded artistic inquiry process. 
At the time of the interview, participants were engaging in dance activity as little 
as zero times a month, to as much as 9 to 12 times a month.  Only two participants were 
satisfied with their respective amount of engagement in dance activity.  Six participants 
identified as dancers, three did not.  Of those three, two identified as a dancer at one time, 
one never did.  Common themes from the movement data include inner and outer 
attention, contained versus expanded movement, grounding and preparing movement, 
alternating between extremes, and self-care. 
Results indicated that all participants are committed to careers as 
dance/movement therapists; and all, regardless of dancer identity, foresee a future that 
incorporates both dance and dance/movement therapy activities. 
Limitations of the study include a small recruitment response and not allowing for 
greater participant reflection on the artistic inquiry.  Clinical applications include 
 ix
 
 
dance/movement therapy faculty encouraging students to engage in self-care activities 
that include dance; the addition of a dance course to the dance/movement therapy 
curriculum; and the use of this study as an experiential exercise for current 
dance/movement therapy students. 
Implications for future research include conducting the same study with a sample 
of participants that are more diverse by culture and gender; allowing for greater reflection 
and interpretation of the movement phrases by the participants; and the use of the Artistic 
Inquiry method in future studies to allow for deeper reflections and discoveries.
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CHAPTER 1: INTRODUCTION 
The purpose of this thesis is to explore the nature of ongoing dance engagement 
and identity as a dancer in the identity and professional development of the emerging 
dance/movement therapist. The researcher conducted individual, semi-structured phone 
interview surveys with dance/movement therapy students who had completed one year of 
dance/movement therapy graduate study. The interview consisted of open- and close-
ended questions and included an embedded artistic inquiry process. The problem the 
researcher addressed in this study was the nature of ongoing dance engagement and 
identity as a dancer in the identity and professional development of the emerging 
dance/movement therapist. 
A number of creative arts therapists have spoken to the personal and professional 
benefits of the creative arts therapist’s own ongoing engagement in artistic processes.  
According to Moon (2002), taking care of ourselves, as creative arts therapists, and 
developing and maintaining a trusting relationship with our own artistic process, is 
critical if we are to expect our clients to develop a trusting relationship with their artistic 
process. Recognizing the various factors involved in our own creativity will help us 
recognize those factors in our clients. Cultivating our artistic sensibilities will help us 
develop a differentiated sense of self, which will lead to a more empathically connected 
relationship with our clients. Engaging in art making as a means of self-study is an 
essential component to both education and ongoing professional development. Cameron 
(1992) points out that we “are meant to continue creativity by being creative ourselves” 
(p.3). 
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           Brown (2008), a dance/movement therapist concerned that many students and 
young colleagues are no longer engaged in practicing their art, states that 
“choreographing, rehearsing, and performing dances…keeps me connected to the roots of 
my profession and provides me with a wellspring of information to help me and my 
patients create” and proclaims that “therapists’ engagement in their own art making is 
essential to their clinical work, career satisfaction, and skills”.  She found support for this 
perspective in an artistic inquiry study with 45 experienced creative arts therapists as co-
researchers, who had maintained art making during their careers as therapists.  They 
offered resounding affirmation for the value of ongoing art making in their lives and 
work. Dance/movement therapy veteran therapist Elaine Siegel (Chaiklin & Siegel, 1997) 
offers her own observation  that many of today’s students and young therapists have 
discontinued dancing with the comment that “dancing is what helped me most during 
those years of working 60 hours or more each week” (p. 3). 
Moon (2002) proposes that art therapists may not continue to practice art because 
they feel a need to identify more with their professional identity than their artist identity; 
more with the psychological aspect of their profession than the artistic aspect. Ten years 
earlier, Boris (1992) provided a somewhat controversial list of five reasons why 
dance/movement therapists do not dance anymore. Her list criticized dance education and 
identified “a prevailing American conflict between making art and making money”. 
Giguere, Goodill, and Schelly Hill (2007), in a presentation at a joint conference  
of the National Dance Educators Organization (NDEO and American Dance Therapy 
Association (ADTA), suggested that the process of transition from undergraduate dance 
major to development as a dance/movement therapist may involve a shift in the nature of 
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the student’s relationship to dance. They positioned this professional transition within the 
young adult phase of development and its central tasks being career choice and identity 
formation.  
 Those who are involved in dance/movement therapy study are in the young adult 
phase of their lives, a time when, according to Berger (2008), most emerging adults are 
still seeking to establish precisely who they are. “According to current ideas, the identity 
process does not come to an end after the individual has passed through the normative 
identity and developmental crises... Facing permanently changing role offers and 
interaction possibilities, today’s individual is in a continuous developmental crisis” 
(Ermann, 2004, p. 209).  
Adult development researcher Levinson (1986) notes that Freud and Piaget 
assumed that a large part of development is completed at the end of adolescence, while 
more recent developmental theorists view development as an ongoing process in which 
issues of life structure and identity are often core. Levinson defines young adulthood as 
an era spanning ages 18 to 40. Developmental researchers have identified four young 
adult identity statuses with varying degrees of exploratory activity and occupational and 
ideological commitment (Orlofsky, Marcia., & Lesser., 1973; Dollinger, Clancy 
Dollinger, & Centeno, 2005).  
 This study investigated the role that continued engagement as a dancer serves 
during a critical period when a student is in an era of identity formation, engaged in 
developing skills as a dance/movement therapist and forming a professional identity. This 
study may provide insight about ways in which to support the emerging dance/movement 
therapist. 
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               Findings will be applied in practice by contributing to the discussion about the 
role of dance in the life and work of the dance/movement therapist.  With its specific 
focus on the student, the study was expected to raise awareness that may guide the 
student dance/movement therapist and the dance/movement therapy educator in making 
more informed choices with regard to the student’s engagement in dance during this 
formative time of personal and professional development.   
 The research question was: What is the nature of ongoing dance engagement and 
identity as a dancer in the identity and professional development of the emerging 
dance/movement therapist?  The specific research objective was to understand how the 
dance/movement therapy student integrates identities and activities as a dancer in the 
process of becoming a dance/movement therapist. 
The limitations of the study are the capability of the phone interview survey to 
elicit meaningful reflections and the capacities of the participants to reflect on the nature 
of dance in their lives and its influence on their developing identity. The study is 
delimited to students in the young adult stage of development; students who have 
completed their first year of study, so that they have had at least one year of 
dance/movement therapy involvement at the time of the interview. 
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CHAPTER 2: LITERATURE REVIEW 
Identity 
The researcher reviewed literature concerning adult identity development, identity as a 
therapist, identity as a dancer, and identity and creativity. 
     Adult identity development.  Most emerging adults are still seeking to establish 
precisely who they are (Berger, 2008, p.499), and “according to current ideas, the identity 
process does not come to an end after the individual has passed through the normative 
identity and developmental crises... Facing permanently changing role offers and 
interaction possibilities, today’s individual is in a continuous developmental crisis” 
(Ermann, 2004, p. 209). 
James E. Marcia developed four identity statuses, which are as follows: Identity 
Achievement – strong degree of commitment to self-chosen occupational and ideological 
choices, arrived at after an extensive period of searching among alternatives; stable and 
able to cope with sudden environmental shifts; self-concept based on internal frame of 
reference.  Moratorium – in identity crisis; committed but still exploring identity issues. 
They are active, engaging, and creative at their best; paralyzed by an inner turmoil of 
indecisiveness at their worst.  Foreclosure – committed to an occupation and ideology by 
accepting whatever identity their parents or parent surrogates had planned for them. 
Authoritarian and rigid, they have not experienced an identity crisis.  Identity Diffusion – 
uncommitted, confusion of goals, and not exploring identity nor overly concerned about 
lack of direction (Dollinger, Clancy Dollinger, & Centeno, 2005; Orlofsky, Marcia, & 
Lesser, 1973; Schiedel & Marcia, 1985).  A fifth stage was proposed by Orlofsky, 
Marcia, and Lesser (1973) - Alienated Achievement, in which individuals express a lack 
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of occupational commitment, yet seem to have a consistent rationale for it, to which they 
are strongly committed. 
 Marcia’s four identity statuses represent combinations of high and low scores on 
the two dimensions of commitment, the presence of strong convictions and beliefs, and 
exploration, active questioning of different identity options (Luyckx, Goossens, and 
Soenens, 2006).  This was an expansion of Erickson’s bipolar conception of identity 
versus identity diffusion (Schiedel & Marcia, 1985). 
In 1986 Levinson noted that “a good deal has been learned since the 1950s about 
specific features of adult life, [yet] very little has been done to advance the general theory 
of adult development” (p. 3).  Freud and Piaget assumed that a large part of development 
is completed at the end of adolescence.  Levinson thought of development in terms of 
eras and transitions into and out of those eras.  Preadulthood extends from conception to 
about age 22.  “The years from about 17 to 22 constitute the Early Adult Transition, a 
developmental period in which preadulthood draws to a close and the era of early 
adulthood gets underway” (p. 5).  In the era of early adulthood, from about 17 to 45 years 
of age, one has the greatest energy and abundance, as well as the greatest contradiction 
and stress.  “In social and psychological terms, early adulthood is the season for forming 
and pursuing youthful aspirations, establishing a niche in society… This can be a time of 
rich satisfaction in terms of love, sexuality, family life, occupational advancement, 
creativity, and realization of major life goals.  But there can also be crushing stresses” (p. 
5). Levinson recognized that this was a time of turmoil. 
 Development was also conceptualized by Levinson as life structure-building 
periods and transitional periods, lasting five to seven years, and about five years 
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respectively.  When the life structure comes into question, it needs to be modified.  “A 
transitional period terminates the existing life structure and creates the possibility for a 
new one.  The primary tasks of every transitional period are to reappraise the existing 
structure, to explore possibilities for change in the self and the world, and to move toward 
commitment to the crucial choices that form the basis for a new life structure in the 
ensuing period” (Levinson, 1986, p. 7).  The Early Adult Transition, mentioned above, 
leads into the Entry Life Structure for Early adulthood, occurring between 22 and 28 
years of age.  This life structure builds an initial mode of adult living.  The Age 30 
Transition (28 to 33 years of age) follows, bringing with it The Culminating Life 
Structure for Early Adulthood (33 to 40 years), which helps one complete this era and 
realize his or her full potential.  “The first three periods of early adulthood, from roughly 
17 to 33,  provide an opportunity to move beyond adolescence, to build a provisional but 
necessarily flawed entry life structure, and to learn the limitations of that structure” (p. 7). 
 Levinson was aware of the internal and external influences acting upon the young 
adult’s development in noting that “early adulthood is the era in which we are most 
buffeted by our own passions and ambitions from within and by the demands of family, 
community, and society from without” (p. 5).  He makes a similar notation later, stating 
that “the timing of life events and the evolution of adult careers in occupation, family, 
and other institutions is determined chiefly by forces in the external world; forces in the 
individual biology or psyche produce minor variance around the externally determined 
norms” (p. 12). 
Editorially, Ermann (2004) states that “the question how the changed 
environmental conditions affect the psychic constitution and whether or how identity 
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changes under the influence of the conditions of the modern world tends to become more 
and more pressing today” (p. 209).  He is asking in what way external conditions affect 
internal states and identity changes.  Ermann, like Levinson, was aware of the external 
and internal influences on identity.  Ermann is also well aware that while “Erikson’s 
developmental model was the idea of a long-lasting identity process,” current ideas do 
not hold that the identity process comes to an end after adolescence and young adulthood. 
 Believing in a tension between the self-concept and role expectations by others, 
Ermann follows that a sense of identity arises from adapting to roles.  He believes “one 
can no longer imagine identity as being related to one or a few concepts from outside 
(Others) or inside (Self), but rather as a condensation of partial identities, a network in 
which the Self is looking for its place in conformity with its actual need of identity, 
which depends on the context” (p. 209). 
A new direction in identity research is urged by Stephen, Fraser, and Marcia 
(1992), one that shifts from a focus on ego identity structure to a focus on the process of 
identity formation.  The authors note that “despite acknowledgement that the exploration-
commitment processes underlying the identity statuses are lifelong (Grotevant and 
Cooper, 1986), we are only beginning to formulate the context within which to place 
them (Waterman and Archer, 1990)” (p. 283). 
 It is also acknowledged by Stephen, Fraser, and Marcia that issues of identity are 
not resolved during adolescence, as was once believed.  They go on to say that it may not 
be until adulthood, especially for women, when identity issues finally do emerge.  They 
reference multiple authors who suggest “that women may experience crises of intimacy 
prior to or contemporaneous with identity (Douvan and Adelson, 1966; Orlofsky, 1978; 
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Josselson, et al., 1973; Marcia, 1980; Hoddgson and Fischer, 1981; Morgan and Farber, 
1982; Schiedel and Marcia, 1985)” (p. 284). 
 Identity statuses were initially assumed to progress like psychosocial stages, 
hierarchically, in a straightforward linear fashion.  It was assumed that the identity 
formation process was begun in middle adolescence, with the adolescent in Diffusion or 
Foreclosure, then engaging in identity exploration, becoming Moratorium, and finally 
moving on to a committed stage – Identity Achievement. Stephen, Fraser, and Marcia 
(1992) reference Adams (1988) as studying development over a three year period, and 
showing this process to be false. 
 According to Stephen, Fraser, and Marcia (1992), it was Marcia, in 1980, who 
expanded the identity statuses into a lifespan context.  “He saw this developmental 
process as continuing past the first resolution into successive periods of exploration-
commitment or Moratorium-Achievement-Moratorium-Achievement (MAMA) cycles” 
(p. 285).  He also noted that a well-developed identity structure needs to be open to 
external and internal changes.  When there is disequilibrium in one’s identity structure, 
initiated by internal changes or external events, there is a loss of knowing oneself.  When 
this happens, a new identity structure must be formed, bringing with it a revised 
understanding of oneself. 
Also bringing into question Marcia’s four distinct identity stages of diffusion, 
foreclosure, moratorium, and achievement are Fadjukoff, Pulkkinen, and Kokko (2005).  
They note that identity development is now seen as a complex process, not one that is 
straightforward, and that achieved identity is disrupted as crises are encountered later in 
life.  These authors also make reference to Stephen et al.’s (1992) discussion on MAMA 
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cycles in adolescence.  “Identity development has been primarily studied with reference 
to adolescents, although the process neither begins nor ends during the adolescent years.  
Recently, identity development in adulthood has been a topic of growing interest… 
Kroger (2000) found that approximately half of the participants in all studies had 
remained foreclosed or diffused across all identity domains” (p. 4). 
Fadjukoff, Pulkkinen, and Kokko found that for 291 participants, at age 27, 
occupational goals were still unclear for many, and moratorium was most frequent.  For 
277 participants at age 36, the majority had made identity commitments in the domains of 
intimate relationships, lifestyle, and occupational identity by reaching foreclosure or 
achievement.  And for 242 participants at age 42, the most frequent status for 
occupational identity and intimate relationships was achievement. 
Luyckx, Goossens, & Soenens (2006) make note of two neo-Eriksonian 
approaches to defining and measuring identity.  The first concentrates on the formation of 
identity commitments and captures the process by which adolescents select one of many 
possible identity alternatives.  The authors (2006) reference Marcia (1966) as naming this 
approach Commitment, referring to the presence of strong convictions and beliefs; the 
degree to which adolescents have made choices about important identity-relevant issues.  
This is Marcia’s classical paradigm of commitment formation, encompassing exploration 
in breadth and commitment making. 
 The second approach concentrates on the evaluation of identity commitments and 
captures the process by which adolescents evaluate their identity commitments on a 
continuous basis.  Marcia (1966), as referenced by Luyckx, Goossens, & Soenens (2006), 
names this approach Exploration, referring to adolescents’ active questioning of different 
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identity options; the degree to which adolescents search for different alternatives with 
respect to their goals, values, and convictions before making commitments. 
 The authors (2006) also reference Bosma (1985) and Meeus, Idema, & Maassen 
(2002) in saying that exploration may also entail an in-depth evaluation of one’s current, 
already existing, committed choices.  “Exploration in depth accompanies current 
commitments and emphasizes that identity formation is an ongoing process that is rarely 
ever finished” (p. 367). 
 Luyckx, Goossens, & Soenens began their study with 565 participants, students at 
a large university in Flanders, the Dutch-speaking part of Belgium.  Of the participants, 
482 were female.  The participants were to complete a set of questionnaires on four 
separate occasions, six months apart.  More than 71% of the original participants 
participated again at all three follow-up assessments.  Mean age of the original 565 
participants was 18 years 8 months.  The participants completed the EIPQ, a 32-item 
measure to assess commitment making and exploration in breadth; and the U-GIDS, a 26-
item measure to assess identification with commitment and exploration in depth. 
 The authors found exploration in breadth and commitment making to be 
negatively correlated within the commitment-formation cycle, suggesting that when 
exploration in breadth was high, commitment making was low.  Exploration in breadth 
involves the weighing up of various alternatives.  If one is exploring various options, it is 
likely that commitment to any of those options will be low.  Exploration in depth and 
identification with commitment were positively correlated with the commitment-
evaluation cycle, suggesting that when exploration in depth is high so is identification 
with commitment.  It should also be noted that these exploration and commitment 
   12
 
 
 
dimensions are positively interrelated.  As soon as a commitment is made, there is an in-
depth exploration to thoroughly evaluate that commitment.  If it is found to be 
unsatisfying, the process may cycle back to explore other commitments (described by 
Stephen et al., 1992). 
Luyckx, Goossens, & Soenens’ (2006) findings are in line with Marcia’s classical 
identity-formation model.  “Great gains in identity formation tend to occur for a 
substantial portion of emerging adults” (p. 376).  Results suggest that “at a group level, 
the college environment facilitates the progressive development of considering various 
identity alternatives, of adhering to certain identity commitments, and of talking with 
others about and thinking about these identity commitments” (p. 377). 
     Identity as a therapist.  Lipovsky (1988) compares elements of the yearlong clinical 
psychology internship with the identity process of adolescence.  As an intern training in 
Clinical Psychology, Lipovsky’s “need for an integrated identity arose from internal 
anxiety rather than from external reality” (p. 607).  It was an anxiety within her that 
pushed her towards needing to find an integrated identity.  She also notes that risk taking 
is a necessary part of the process of professional identity integration, even though it may 
stimulate anxiety.  However, Lipovsky’s “recognition that professional identity is a 
dynamic rather than static process reduces [her] inner pressure to have that identity and 
allows [her] to build on [her] identity as a professional” (p. 608).  She also is aware that 
this process of identity integration will continue throughout her professional career. 
Eckler-Hart (1987) recruited 15 graduate students in clinical psychology from an 
APA-accredited doctoral program at a large university in the Northeast to address the in-
depth subjective experiences of psychotherapy trainees.  Four of the students had 
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completed approximately one full year of therapy training (level 1); six of the students 
had completed approximately two full years of therapy training (level2); and five of the 
students had completed three or four years (level 3). 
 Semi-structured interviews were conducted, lasting about two hours.  “The 
organizing theme of the interviews was exploration of the phenomenology of the 
development of the ‘identity as a psychotherapist’ both within and outside of the context 
of doing psychotherapy” (Eckler-Hart, p. 685). 
“The fundamental source of doing meaningful psychotherapy is in the creativity 
of one’s very being and, relatedly, in one’s openness to a deep relationship with the 
patient” (p. 683).  Eckler-Hart references several authors (e.g., Barnat 1973; Cohen 1980; 
Tischler 1968) who “suggest that becoming a psychotherapist involves a major personal 
transition and that the process of transition includes many feelings of uncertainty and 
doubt” (p. 686). 
Eckler-Hart (1987) points out that “most of the papers on psychotherapy trainees’ 
development have neglected to link the notions of creativity and spontaneity with the 
phenomenon of vulnerability in the psychotherapy context” (p. 683). 
The True Self encompasses the creative, spontaneous, original qualities, which 
are always present in all persons; the true self creates in a spontaneous way.  These can 
become hidden by the False Self, a rigid, protective part of the self. Finding a way that 
the true self can be sufficiently protected, without being hidden, is a task for 
psychotherapy trainees. 
The author (1987) found that it was important for some psychotherapy trainees to 
have clearly distinguishable personal selves and therapist selves, since failure in the 
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training process was also experienced as failure as a person.  He also found that 
“advanced-level students were more concerned with finding psychotherapeutic identities 
which were defined by their personal identities” (p. 688).  These students wanted their 
personal identities to contribute to their professional identities. 
 “Trainees must struggle to find a balanced way of being so that their own security 
is ensured while access to their own aliveness remains intact.  Finding this balance is seen 
to be a task which is never completed, but must be constantly sought” (Eckler-Hart         
p. 691). 
We, as dance therapists, live a balancing of opposite elements all the time in our 
work and in our thinking.  We are a strange sort of evolved human being and 
professional – the artist, the dancer, the performer… as clinician, as scientist, as 
theoretician, as educator, as administrator (Berger, 1992, p. 109). 
In the annual Marian Chace Foundation Lecture, while discussing the idea of a 
dual professional identity, dance/movement therapy pioneer Kalish-Weiss (1997) states, 
My current motivations stem from continuing attempts to integrate and to 
synthesize certain experiences and learnings from two very rich and creative 
professions into a personal working identity.  There is no duality, but there is an 
identity that is colored by one’s sense of self and by the ongoing task of clarifying 
and delineating boundaries both personal and professional (p. 13). 
Kalish-Weiss integrates parts of each profession into a personal working identity; and, 
her sense of self, along with the setting of personal and professional boundaries, 
contributes to this identity. 
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Gorelick (1989), in discussing the arts and psychotherapies, points out, “An arts 
therapist may question which hat – art or therapy – she or he is wearing at any given 
point in therapy, or whether it is advisable to change hats” (p. 152).  Some arts therapists 
may employ two distinct identities that are not integrated – one as an artist and one as a 
therapist. 
     Identity as a Dancer.  There is limited literature addressing identity as a dancer.  
Some of the literature differentiates various dance roles rather than specifically what it 
means to be a dancer. Charles Tyson, Jr. states, “For years I identified solely as a dancer.  
But as I add new components, that identity has been left in favor of director, producer, 
choreographer, etc.” (Dance Journal Staff, 2010).  Paul Taylor is reported to have 
distinguished between a “Taylor-the-choreographer” and “Taylor-the-dancer” identity 
(Mazo, 2000, p. 287). 
 In Mazo’s (2000) book on the makers of modern dance, not one dancer explicably 
stated, “I identify as a dancer,” though many make references to the dancer role and 
identity.  Ruth St. Denis “had set out to be a dancer [and] wanted to be a dancer” (p. 69); 
and Alwin Nikolais made a statement containing the phrase “when you are a dancer” (p. 
255). 
 Hanya Holm is quoted by Soreli (1969) as saying, “To me, dancing is a way of 
thinking” (p. 36).  She believed that “when you have discovered that inner self, you can 
call yourself a dancer,” but warned, “Don’t get snooty about it... The more you know, the 
humbler you become, if you really know it.  This is growing, studying, living.  Dance is 
life.  Know that you are alive” (p. 189). 
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 In her autobiography, Gelsey Kirkland (1986) noted that “without developing a 
positive sense of identity, without support for my ideas and aspirations, I was never really 
sure who I was from one moment to the next” (p. 75).  She later questioned, “What kind 
of ballerina was I?  Modern?  Lyrical?  Dramatic?  Romantic?  American?  Russian?  
What was my true path of artistic development?  Who was qualified to guide me?  What 
kind of ballerina did I really want to become?”  (p. 219).  Kirkland was questioning her 
identity as a ballerina and her future development as an artist.  At this point in her life, 
she was exploring her identity. 
     Identity and Creativity.  Concerning a sense of self, Cameron (1992) believes that 
“as we gain our creative identity, we lose the false self we were sustaining” (p. 82).  In 
further discussing individuals who have constructed a false self, something that looks 
good to the world and meets with approval, Cameron notes, “This false self is always 
patient, always willing to defer its needs to meet the needs or demands of another”        
(p. 99).  In this sense, the false self is more concerned with others than the self. 
 Making a connection between the internal and external, Cameron believes that “if 
we ignore our inner commitment, the cost rapidly becomes apparent in the outer world” 
(p. 184).  She later on states, “It is the inner commitment to be true to ourselves and 
follow our dreams that triggers the support of the universe” (p. 194). 
For dancer and choreographer Twyla Tharp, filling the empty space of a dance 
studio constitutes her identity.  She believes everything that happens during the day is a 
transaction between her internal world and the external world, all of it feeding into her 
creativity.  “If art is the bridge between what you see in your mind and what the world 
sees, then skill is how you build that bridge” (Tharp, 2003, p. 9). 
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 Tharp urges all people to keep alive their passion for their craft, and warns that 
“without passion, all the skill in the world won’t lift you above craft” (p. 173).  The 
passion for one’s craft, in addition to the skill, could be a contributing factor to the 
development of one’s craft into one’s profession. 
In looking back on her best work, Tharp recalls isolating herself from others; 
immersing herself in a creative bubble, so to speak. She makes note of author Philip Roth 
who also employs isolation as an attribute for fostering creativity. 
One of Arieti’s (1977) eight attributes for the fostering of creativity is aloneness, 
being able to periodically remain alone for a few hours.  Arieti believes that one who is 
alone “has more possibility of listening to his inner self [and] of coming in contact with 
his inner resources.”  He goes on to state that “aloneness should be recommended not 
only as a preparation to a life of creativity, but also as a state of being when creative work 
is in process” (p. 31). 
Cameron (1992) also mentions that for the artist, spending time alone is essential 
in nurturing creativity, the essential element of which lies in “actively, consciously, 
consistently, and creatively nurturing our artist selves” (p. 172). 
It is noted by Dollinger, Clancy Dollinger, & Centeno (2005) that only a few 
scholars have considered links between creativity and identity.  “Identity researchers have 
yet to study creativity except insofar as they have debated whether identity itself is 
discovered or created (Berzonsky, 1986; Waterman, 1984)…[and] creativity researchers 
have ignored the concept of identity for the most part, frequently citing the works of 
Freud and Jung but the work of Erik Erikson almost not at all” (p. 316). 
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Albert (1990) (referenced in Dollinger, Clancy Dollinger, & Centeno, 2005), 
drawing on Erikson’s views, noted that being creative involves being in control of one’s 
own identity, seeing that identity more clearly, and freeing it from everyday limits.  He 
also saw creative behavior as a demonstration of the legitimacy of one’s identity and 
talent.  “Erikson viewed the creative person as one who thinks visually, is capable of 
trusting the senses, has a spirit of curiosity and wonder, and is comfortable with solitude” 
(p. 317). 
Dollinger, Clancy Dollinger, & Centeno (2005) conducted two studies, the second 
one building on the first.  The first study included 94 Midwestern university 
undergraduates averaging 20.8 years old.  Of the participants, 64% were female. 
All of the participants completed the following measures: Identity Styles 
Inventory (ISI, version 3), a 40-item scale that gives scores on three styles of identity 
development (information seeking, normative, and diffuse-avoidant) and an identity 
commitment scale; Creativity Personality Scale (CPS), a 30-item scale used in this study 
to measure creative potential; Creative Behavior Inventory (CBI), a 90-item scale with a 
28-item short form, asking participants to indicate involvement in various activities, used 
in this study to measure accomplishments; Test for Creative Thinking – Drawing Product 
(TCT-DP), consists of a large square frame containing a semicircle, a point, a large right 
angle, a curved line, and a dashed line. A small square, open on one side, is located 
outside the frame. Participants are asked to complete the drawing any way they wish, 
imagining that an artist was interrupted while beginning it. 
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 Study 2 included 156 Midwestern university students, averaging 21.6 years of 
age, from a Personality Psychology course.  Of the participants, 63% were female and 
76% were white. 
 Participants completed three measures from the previous study – the ISI, CPS, 
and TCT-DP – as well as the following additional measures: AIQ-IIIx, a 35-item measure 
reflecting aspects of personal identity, social identity, collective identity, and, for this 
study, superficial identity, and asks to what extent different aspects apply to participants; 
CBI, long form with six subscales: visual arts (8 items), literary accomplishments (14 
items), performance arts (12 items), crafts (19 items), music (12 items), and math and 
science (10 items).  Participants also completed creativity dossiers – open-ended 
descriptions, used as a second measure of accomplishments.  Participants were given a 
blank sheet of paper and asked to imagine that they had been nominated for an 
undergraduate creativity award and to list up to five actual creative accomplishments.  
These were then rated by four judges on a scale of 1 (not creative compared to other 
samples) to 7 (very creative compared to others). Stories were created by participants.  A 
stimulus picture from David McClelland’s research version of the TAT was shown to 
participants who were then told to write a story about the picture.  These stories were 
assessed on a scale of 1 (very impoverished) to 7 (very creative).  And finally, 
participants completed the Short Form Test of Mental Maturity, Vocabulary Scale, a 25-
item scale acting as a control variable in this study. 
 Dollinger, Clancy Dollinger, & Centeno found that those who take an 
information-oriented approach to identity development are more likely to be creative, and 
that “…individuals who explicitly disavow group or superficial identifications may 
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produce more creative products” (p. 335).  Those with an information orientation actively 
seek out and process information before making identity-relevant decisions.  Individuals 
with a normative orientation concern themselves with standards and prescriptions held by 
family and friends; similar to Marcia’s foreclosure status.  Those with a diffuse 
orientation let circumstances dictate their life path; this orientation involves avoidance 
and procrastination.  
Creativity for the creative arts therapist 
According to Moon (2002), taking care of ourselves, as creative arts therapists, 
developing and maintaining a trusting relationship with our own artistic process, is 
critical if we are to expect our clients to develop a trusting relationship with their artistic 
process.  Recognizing and being familiar with the various factors involved in our own 
creativity will help us recognize those factors in our clients.  Cultivating our artistic 
sensibilities will help us develop a differentiated sense of self, which will lead to a more 
empathically connected relationship with our clients. Engaging in art making as a means 
of self-study is an essential component to both education and ongoing professional 
development.  Cameron (1992) points out that we “are meant to continue creativity by 
being creative ourselves” (p.3). 
Brown (2008), a dance/movement therapist, states that “choreographing, 
rehearsing, and performing dances…keeps me connected to the roots of my profession 
and provides me with a wellspring of information to help me and my patients create”    
(p. 202).  The student dance/movement therapist’s involvement in her own artistic 
process may play a significant role in the dance/movement therapy identity formation 
process as she adjusts from a primary identification as a dancer, to an encompassed 
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identification as a dancer and mental health professional; and as she applies her dance 
skills in a new professional arena. 
At the end of the day, exhausted after working as a dance/movement therapist in a 
mental hospital, Parvia (2004) would go down to the seashore and sit on the rocks, letting 
her eyes wander.  She soon began doing small exercises, which restored her energy and 
helped her cope with her demanding work situation.  Parvia gained so much energy that 
she was able to achieve inner peace and serenity, as well as a good night’s sleep. 
 Parvia notes that she worked out her method alone and that it seems to remain that 
way – a spiritual method practiced in a solitary way: 
In principle I keep the levels of therapeutic work and those of spiritual practices 
separated from each other… Individual ways seem to remain solitary, private or 
even secret.  This is deeply meaningful; it has something to do with one’s 
responsibility for oneself as well as for others (pp. 44-45). 
 Brown (2008) notes that “in my 12 years of experience I have found that many 
students and colleagues have not kept a regular practice of going to the art, dance, or 
music studio to create their own works of art” (p. 201).  Her observation is that non-
engagement in one’s own creative process is endemic and problematic, and she believes 
that “therapists’ engagement in their own art making is essential to one’s clinical work, 
career satisfaction, and skills” (p. 202).  Brown conducted an artistic inquiry study in 
which she asked 45 creative arts therapists, acting as co-researchers, working in New 
York City hospitals the following two questions: “What is the relationship between your 
artistic pursuits outside of work and your work as a therapist in the hospital?” and “What 
happened to you when you stopped making art?” 
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In response to the first question, subgroups of music and dance/movement 
therapists used movement, spoken word, art work, and music to depict their artistic 
responses.  In the pieces that came out of each subgroup there were themes of giving and 
taking; coming in and going out; swirling, swaying, and figure eight movements; travel 
and containment; chaos and exhaustion; spirals; a sacred practice; pouring and soothing. 
In response to the second question, “What happened to you when you stopped 
making art?” three subgroups were formed with a total of seven co-researchers 
participating.  In one of the subgroups, two co-researchers held forearms while a third 
stood within their enclosed arms.  At first she tried to break free, then became tense all 
over, and then limp.  They titled this piece “Depletion.”  A second subgroup titled their 
piece “Passionate Pounding Disconnects.”  This piece consisted of one co-researcher 
hitting a large talking drum in an un-syncopated rhythm and another co-researcher 
rocking in a chair, intermittently boundly rubbing or punching her thighs.  This 
movement became more intense, slowed down, then stopped.  The piece from the third 
subgroup, entitled “Disconnection,” was done by a music therapist and a 
dance/movement therapist and involved tearing a large piece of white paper into an S 
shape on one side, and small square holes on the other side.  The piece ended with the 
paper being torn into two pieces. 
Brown found that all co-researchers continued to make art while handling their 
careers and found “the art-making process vital to their professional affectivity and their 
personal well-being” (p. 207). 
In discussing art therapy, Moon (2002) states that art is central to the process of 
art therapy, yet our sense of ourselves as artists is the aspect of our identity that is most 
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often denied.  By engaging in our own art making, we become familiar with the 
emotional impact of the art process.  By not continuing to make art, art therapists may 
lose sight of the emotional impact of the art process that is experienced by their clients.  
Moon goes on to say that immersion in our own art making provides an ongoing means 
of self-education in the art and craft of our work that cannot be gained any other way    
(p. 55).  Concerning conflicting points of view, Moon gave reasons why art therapists 
may not continue to practice art.  She mentioned that there are art therapists who feel they 
need to identify more with their professional identity than their artist identity, more with 
the psychological aspect of their profession than the artistic aspect. 
Gorelick (1989) states that “the central identity of creative arts therapies lies in 
the commitment to create and manipulate metaphor in the chosen arts medium… The 
ultimate creative medium of creative arts therapists is the creating of our patients into 
creators” (p. 154). 
Dance in dance/movement therapy 
Giguere, Goodill, and Hill (2007) presented at a joint conference of the National Dance 
Educators Organization (NDEO) and the American Dance Therapy Association (ADTA).  
They spoke of the transition from dancer to therapist and believe dancers becoming 
dance/movement therapists need to, among other things, “Put aside the need to perform 
and to be applauded; learn to modulate their own movement expressivity; become 
comfortable with intense feelings and relationships: their own and others’; and perhaps 
develop a new aesthetic oriented to health.”  They make a distinction between being a 
dancer and being a dance/movement therapist.  There are certain skills that dancers have, 
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keep, and use in becoming dance/movement therapist.  According to Giguere, Goodill, 
and Hill, they are as follows: 
Improvisational and teaching skills; capacity for rhythmic attunement/entrainment 
with other movers; keen sensitivity to changes in movement quality; 
proprioceptive and kinesthetic ways of knowing; an aesthetic that includes 
movement, imagery and musicality; and the ability to encode, embody and 
communicate through movement: emotions, ideas, attitudes. 
“Everyone who works in association with dance/movement therapy should be 
personally involved with some form of structured movement and/or dancing” (Boris, 
2001, pp. 365-366).  It is important to note that “during the 1960s dance therapy was 
being practiced by experienced professional dancers in various parts of the United States, 
each one having formulated her own theories and techniques out of her own dance and 
mental health experiences” (Boris p. 364). 
The researcher reviewed interviews of dance/movement therapy pioneers in the 
American Journal of Dance Therapy to discover the dance backgrounds of several of the 
pioneers of the field.  Marian Chace, considered the founder of dance/movement therapy, 
“has her roots in the beginnings of modern dance and was originally a dancer with the 
Denishawn Dance Company.  In her early career, she opened a dance studio and observed 
that many students came simply to better their own mood, without an agenda for 
professional careers in dance” (Nemetz, p. 103, 2006).  In speaking of the dance world, 
Elissa White (1994) notes, “all of our pioneers in dance therapy came from this world” 
(p. 9).  White herself identifies as “a dancing dance therapist” and goes on to say that in 
dance/movement therapy, “dance elements are our uniqueness and vitality.  If we lose 
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them, we lose our identity” (p. 10).  Allegra Fuller Snyder (2007), an early member of the 
ADTA, states: “I am a dancer, dancing has been at the essence and core of my life 
experience,” going on, “I feel nearly everyone is born a dancer” (p. 9). 
Claire Schmais, a pioneer of DMT, began as a dancer, then choreographer.  When 
wondering what to do with the rest of her life, she came across a dance therapy course at 
the 92nd St. Y, then went on to study with Marian Chace (Schmais 1994).  Another DMT 
pioneer, Liljan Espenak began dancing at a young age and picked it up again after high 
school.  She began teaching and choreographing, and ended up joining Chace’s dance 
therapy class at Turtle Bay (Koch and Espenak 1981). 
For Janet Adler, dancing lessons throughout her childhood “offered not only great 
pleasure in just the sensation of moving, but also… a form within which my energy could 
expand, become visible, and be contained” (Haze and Stromsted, p. 82, 1994).  While 
studying speech and language therapy, Adler contacted Chace, who became her first 
mentor.  Joan Chodorow was a dancer and dance teacher, but it was using dance with 
preschool age children that led her to dance therapy. For Chodorow, “dance became a 
way not only to be myself but also to communicate with others through the imagination.  
Once I began dancing I knew that was what I wanted to do” (Zenoff, p. 10, 1986).  
Chodorow began dancing professionally, then teaching.  She was asked to work with the 
children on a psychiatric unit and was hired as a dance therapist. 
Dance also led Irma Dosamantes to dance/movement therapy.  She credits dance 
with lifting her depression, and goes on to say that is was a creative and healing 
experience.  When majoring in Psychology, she states, “I never stopped dancing though 
and even today I continue to dance,” going on to say, “Because I feel enlivened, whole 
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and free when I am dancing I have to keep on dancing in one form or another” 
(Fairweather, pp. 14-15, 1994).  Alma Hawkins (1991) studied dance, and taught Dance 
majors at UCLA, where she “was constantly searching for new ways to nurture the 
creative growth of students” (p. 106).  During her 10 years of work in a psychiatric 
hospital, Hawkins used movement as a personal means of expressing and experiencing.  
She believes that “expressing one’s authentic response is basic to growth as an artist and 
as a person” (p. 115). 
In a conversation with Sharon Chaiklin, Elaine Siegal (1997) reports that many 
dance/movement therapy interns and young colleagues did not release tensions acquired 
from daily close contact with clients.  Siegal states that dancing is “what helped me most 
during those years of working 60 hours each week” (Chaiklin & Siegal, p. 11). 
 Boris (1992), a dance/movement therapist who had a very strong “commitment to 
DANCE in dance therapy” (Bunney, 2007, p. 152) makes note of the “current erosion of 
dancing in dance/movement therapy practice” and urges that “it is not too late to reclaim 
our heritage in dancing” (p. 12).  Elsewhere, Boris (2001) states that she “discovered the 
therapeutic values of movement and dancing by doing them and enjoying their limitless 
capacity for the giving of a sense of wholeness, of well-being, of balance between body 
and mind” (p. 359). 
Boris (1992) also points out that dancing appears to be the least required subject 
in dance/movement graduate programs.  She gave a controversial list of reasons why 
dance/movement therapists do not dance anymore, including a lack of opportunity and 
exposure to dancing outside urban areas; and a conflict between making art and making 
money. 
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Retired dance/movement therapist Bruno (1990) states: 
For those who came to dance/movement therapy from the perspective of the 
dancer/artist, dance is a means of expression, inspiration, and communication in 
the service of interaction, and in defining or redefining of one’s self.  For the 
dancers who become dance/movement therapists dancing has been a powerful 
enough force in their lives to inspire helping others by “moving” with them and 
helping them facilitate their own dance… The spirit of the dance, the heart of 
dance/movement therapy – has been relegated a back seat in practice and in 
theory (p. 102). 
Bruno, believing that the dance/movement therapist needs to continue to nurture 
the spirit of dance, warns that “a danger arises for the profession if dance/movement 
therapists do not maintain the integrity of their original medium – dance and movement – 
while applying a psychological perspective,” going on to say, “If dance and movement 
lose their primacy, then something other than dance/movement therapy takes place”      
(p. 107). 
The creative moment begins with the representation of the void: the empty stage, 
the blank page, the moment of silence.  The artist poises before creating the world 
again.  And in creating the world, the self is again recast.  For what fills the stage 
or page or silence is neither a design nor a prearranged model: it is the 
spontaneous expression of one’s insides (Johnson, 1985, p. 237 referenced in 
Bruno, 1990, p. 109). 
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CHAPTER 3: METHODS 
Design of the study 
This was an interview survey study, with an embedded artistic inquiry process, with the 
objective of understanding how the dance/movement therapy student integrates identities 
and activities as a dancer in the process of becoming a dance/movement therapist. 
According to Mertens (2005), interviews allow for free interaction between the 
interviewer and interviewee, and allow for clarification and discussion; they provide 
access to people’s thoughts, memories, and ideas in their own words; and allow new 
questions to be added if needed. Phone interviews are generally associated with a higher 
response rate than mail surveys. 
Hervey (2004) presents the artistic inquiry as a creative arts therapy research 
methodology that honors the creative process. It is a “focused, systematic inquiry with 
the purpose of contributing to a useful body of knowledge” (p. 183).  “It will have some 
or all of the following characteristics: 
1. It uses artistic methods of data collection, data analysis, and/or presentation of 
findings. 
2. It engages in and acknowledges a creative research process. 
3. It is motivated and determined, at least in part, by the aesthetic values of the 
researcher(s). 
Location of the study 
The interview surveys took place over the phone, with the interviewer in a private 
location. 
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Time period for study 
The time period for this study followed IRB approval, December 10, 2009 to December 
10, 2010. 
Enrollment information 
The recruitment pool for this study was estimated to number 45; a sample size of 9 
participants were enrolled in this study.  The permitted age range of participants was 22 
to 40 years of age.  This age span coincides with the earliest age at which graduate 
students enter the second year of study and the upper age of the era Daniel Levinson 
defines as “early adulthood.”  There were no exclusions based on gender or race, 
however, it was expected that those enrolled would likely reflect the predominant white 
female composition of the profession. 
Participant type 
Study participants were a non-clinical adult student population in their second year of 
study in American Dance Therapy Association (ADTA) approved Dance/Movement 
Therapy Master’s Programs.  Students in their second year of study in a graduate 
program are far enough in their education that they should be starting to develop 
identities as dance/movement therapists, aided by placements in internships in which they 
are taking on a dance/movement therapist identity. 
Participant source 
Participants were recruited from the five American Dance Therapy Association (ADTA) 
Approved Dance/Movement Therapy Master’s Programs other than the program at 
Drexel University.  Students were recruited through a recruitment announcement posted 
on the Student Forum on the ADTA website and hardcopy recruitment announcements 
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distributed through ADTA student representatives of the programs.  The investigator and 
researcher are members of the ADTA. 
Recruitment 
The researcher took the following steps to recruit participants for this study: 
1. The researcher posted a study Recruitment Announcement on the Student Forum 
on the ADTA website. (Appendix A) 
2. The researcher initiated by email preliminary introductory contact with ADTA 
student representatives. (Appendix B) 
3. The researcher mailed hard copy recruitment announcements to representatives of 
Approved Programs with a cover letter (Appendix C) requesting that they distribute 
the announcements to second year students in their programs.  Student 
representative contact information is posted on the website of the American Dance 
Therapy Association (ADTA) of which the investigator and researcher are 
members. 
4. The recruitment announcement asked that students who meet participation criteria 
and were interested in participating respond directly to the researcher, via email, 
within three weeks. 
5. The researcher replied to potential participants within three days, thanking them for 
their interest and telling them that if selected for participation, they would be 
contacted shortly to schedule an interview time. (Appendix D) 
6. The researcher printed the emails from potential participants and organized them in 
folders according to school.  The folders were kept in a secure location.  The 
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researcher then chose one email from each folder in succession, until 9 potential 
participants had been chosen. 
7. The researcher returned email contact to the 9 prospective participants individually, 
in the order in which their emails were received (Appendix E).  The email was for 
purposes of scheduling a day and time for a phone interaction for further study 
information disclosure, oral consenting, and conducting the interview survey.  If 
needed, the researcher sent a second email to initiate scheduling. 
8. If any of the initial 9 potential participants were unable to participate, the 
researcher would have returned to the folders and chosen, and then contacted, the 
next potential participant(s). 
9. The researcher called participants at the appointed time and reiterated the purpose 
of the study and criteria for participation.  The researcher reviewed the interview 
procedure, research participant rights, and solicited and responded to any questions. 
The researcher obtained oral consent by asking if the prospective participant met 
participation criteria and remained interested in participation in the study.  An 
affirmative oral answer was considered consent.  Following consent the researcher 
conducted the phone survey interview proper. (Appendixes F and G) 
9a. If there was no answer when the phone call was initiated at the appointed 
time, the researcher left a message asking participants to call back at their 
earliest convenience, preferably before the end of the day. 
9b. If possible, the study disclosure, consent, and interview survey conversation 
were conducted at the time of the returned phone call.  If not possible, the 
researcher negotiated a phone appointment at the earliest possible time. 
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10. After the completion of 9 interviews, the researcher informed any remaining 
prospective participants who had initiated contact that the study was fully enrolled 
and thanked them for their participation interest. (Appendix H) 
11. Recruitment records tracked contact with prospective participants and were stored 
without identifying information (Appendix I).  A record which links the prospective 
participant by name to a participant code number was stored separately from this 
record (Appendix J).  The identifying information for each participant was redacted 
with a black marker immediately after the interview. 
Participant inclusion criteria 
     The participant is:  
1. A dance/movement therapy student in the second year of study in an ADTA 
approved Dance/Movement Therapy Master’s Program. 
2. Between 22 and 40 years of age. 
3. Interested in and willing to participate in the phone interview survey, 
including a reflective movement process. 
     Participant exclusion criteria 
     The following criteria will exclude individuals from participation in the study: 
1. Dance/movement therapy students who are in an alternate route (R-DMT) 
plan of study. 
2. Dance/movement therapy students in the Drexel University 
Dance/Movement Therapy program. 
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Investigative methods and procedures 
     Instrumentation.  The researcher interviewed participants using a researcher-
designed survey that included both demographic information and circumscribed open and 
close-ended questions (Appendix G).  The survey had been piloted with several 
dance/movement therapy student classmates for formative feedback.   
     Informed consent (10 minutes).  There was not a written consent process.  However, 
in the initial phone contact, prior to conducting the interview survey,  the researcher 
reviewed study disclosure information including the purpose of the study, participation 
criteria, procedures involved in study participation, research participant rights, and 
solicited and answered any questions.  The researcher asked if the prospective participant 
met participation criteria and remained interested in participating in the study.  If the 
prospective participant gave an affirmative oral response, the researcher proceeded with 
conducting the survey (Appendix F and G). 
     Data collection.  Verbal Survey (with embedded artistic inquiry process) 35 
minutes: 
1. The researcher conducted individual phone interview surveys with each participant.  
There were 5 demographic questions and 12 questions related to identity as a dancer 
and developing identity as an emerging dance/movement therapist. 
2. Included in the phone interview surveys was a procedure for reflection through 
movement (the embedded artistic inquiry process), immediately after which 
participants reported back to the researcher on the movement created. 
3. The researcher notated responses to the close-ended questions on blank copies of 
the interview survey (Appendix G) for each participant. 
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4. The researcher audio-recorded the interview surveys for transcription purposes.  
The interview was titled by participant code number and stored without identifying 
information.  A record linking participant name, email address and phone number 
with participant code number was stored separately from the audio recording.  Name 
and contact information was redacted as each interview was completed.  The 
audiotape was erased immediately following transcription. 
5. The transcripts are stored without identifying information in CD form in a locked 
file cabinet in the Department of Creative Arts Therapies at Drexel University.  
      Data analysis.  The researcher took the following steps in data analysis: 
1. Noted personal reflections or comments in the margins of the interview surveys for 
each participant. 
2. Transcribed the audio-recordings  
3. Destroyed the audio-recordings once being transcribed 
4. Summarized the close-ended responses in table form 
5. Coded the open-ended responses, including the artistic inquiry portion, to identify 
common and variant themes 
Transcriptions are stored without identifying information, in the Department of Creative 
Arts Therapies locked research file cabinet in CD form. 
      Operational definitions.  Dance: for the purposes of this study, to dance meant to 
move the feet and body, alone or in the company of others, rhythmically usually to music, 
using prescribed or improvised steps and gestures (Farlex, Inc., 2009; ExoCrew, 2008). 
Dancer: for the purposes of this study, someone who took a dance class, rehearsed for a 
dance performance, and/or performed in a dance piece; someone who viewed dance as an 
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important part of life; not someone who was only a practitioner of yoga, Pilates, or other 
mind/body practices. 
Dance/movement therapy: “the psychotherapeutic use of movement to further the 
emotional, cognitive, physical, and social integration of the individual” (ADTA, 2009). 
Emerging dance/movement therapist: a dance/movement therapy student who has had at 
least one year of dance/movement therapy training and education. 
Identity: a definition of one’s self as a unique individual, in terms of roles, attitudes, 
beliefs, and aspirations (Berger 2008). 
Young adult development: the time period between 17 and 45 years of age in which 
aspirations and occupations are pursued, places in society are established, and major life 
goals are realized (Levinson, 1986). 
Possible risks and discomforts to participants 
     The risk to participation was loss of anonymity.  
Special precautions to minimize risks or hazards 
     To minimize the risk of loss of anonymity, audiotapes and interview transcripts did 
not include identifying information; participants were identified by code numbers.  A 
record linking participant code to participant name, email address, and phone number, 
needed in the recruitment process and initial interview contact, was stored separately.  
Individual identifying information was redacted from this record with a black marker 
immediately following completion of each interview.  Identifying information will not be 
included in any publication or presentation resulting from the study.
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                                                   CHAPTER 4: RESULTS 
This research asks the question: What is the nature of ongoing dance engagement 
and identity as a dancer in the identity and professional development of the emerging 
dance/movement therapist? 
The researcher recruited nine female second year Dance/Movement Therapy 
students, ranging in age from 25 to 31, who were predominately White/Caucasian (N=6).  
In the past year, all participants had been students in a dance class and audience members 
for a dance performance.  Six participants identified as dancers, three did not.  Of those 
three, two identified as a dancer at one time, one never did.  All participants indicated 
stress relief, physical conditioning, self expression, and source of meaning as being 
reasons why they dance. 
Over half (N=6) of the participants indicated that their identity as a dancer and 
their emerging identity as a Dance/Movement Therapist were mutually supportive; two 
participants indicated their identities being in conflict.  Common themes from the Artistic 
Inquiry include inner and outer attention, contained versus expanded movement, 
grounding and preparing movement, alternating between extremes, and self-care.  
According to results, all participants seem committed to careers as Dance/Movement 
Therapist; and all, regardless of dancer identity, anticipated a future that incorporated 
both dance and dance/movement therapy activity. 
 Demographic information will be presented below.  Results from the interview 
survey questions will be described within the text and presented in table form.  Common 
and variant themes from the artistic inquiry portion of the interviews are also presented in 
the narrative as well as in table form. 
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Demographic information 
Participants were nine female second year Dance/Movement Therapy (DMT) students in 
American Dance Therapy Association (ADTA) approved Master’s programs (Columbia 
College Chicago, N=3; Lesley University, N=2; Naropa University, N=1; Pratt Institute, 
N=3).  Ages ranged from 25 to 31 years, with a mean age of 28.  Race was predominantly 
white/Caucasian (N=6), with a less dominant representation of African American, Indian, 
and Mixed race (all N=1). 
Verbal interview survey responses 
The number of years participants had danced ranged from 10 to 25 years.  Participants 
began dancing as young as 2 and as old as 20.  At least four of the participants had an 
undergraduate degree in dance; four other participants studied dance in college; and two 
participants reported having danced professionally.  Reported techniques studied include 
ballet (N=6), jazz (N=5), tap (N= 3), modern (N=3), and West African (N=2); as well as 
Indian Classical and Indian Folk dancing, theatre dance, hip hop, and creative movement 
(all N=1).  Participants entered graduate school with a wide range of dance experiences. 
Table 1 depicts how the participants responded to the verbal survey questions, and 
distinguishes common responses (5 or more) from less frequent responses.  In some cases 
responses have been consolidated into meaningful response pattern groupings.  
Asterisked responses indicate those responses made by participants who did not currently 
identify as dancers.  Table 1 aggregates the data from the verbal interview survey.  
Elaborations on “other” responses are made in the text that follows. 
Concerning areas of dance activity (Question 2), in the past year, all participants 
(N=9) were students in a dance class and audience members for a dance performance.  
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All but two participants had rehearsed, and all but three had performed.  Two participants 
had engaged in other forms of dance activity.  Participants ranged in their amount of 
dance activity from zero to about 12 times a month within the last year.  Only two 
participants indicated being satisfied with their current amount of dance activity. 
Four participants were spending less time engaged in dance activity than they 
were the year before they entered graduate school, two were spending more time, and 
three were spending about the same amount of time.  In regards to factors that influence 
participants’ levels of involvement in dance activity (Question 6), time was the most 
common factor (N=7), followed by money and current priorities (both N=6), other (N=5), 
and current interest (N=3). 
When asked, “Do you identify as a dancer?” six participants responded 
affirmatively (i.e. “Yes.” Or, “Definitely.”).  When participants who did not respond 
affirmatively (N=3) were asked, “Did you at one time identify as a dancer?” they 
responded, “Yes.  I feel like I identify as a different kind of dancer”; “Yes, but probably 
more as a choreographer than a dancer”; and, “Not really.”  Their responses to all other 
verbal survey questions are indicated with asterisks in Table 1.
 Table 1 
Summary of Participants’ Responses to Verbal Survey Interview 
Verbal survey question Common responses Less frequent responses 
1. How many years have you danced? 23-25 years (5**) 10-18 (4*) 
2. Which of the following area(s) of dance 
activity have you been involved in the past year? 
Student (9***) 
Audience member (9***) 
Rehearsed (7*) 
Performed (6*) 
Social dance (6*) 
Improvisational group (5*) 
Choreographed (4) 
Teacher (2) 
Other (2*) 
3. About how often per month have you been 
engaged in dance activity in the past year? 
 3-5 (4*) 
9-12 (3) 
0-1 (2*) 
4. Are you satisfied with this amount? No (7**) Yes (2*) 
5. How does this compare with your level of 
dance activity the year before you entered 
graduate school? 
  Less (4*) 
Same (3*) 
More (2*) 
6. Which of the following factors influence your 
current level of involvement in dance activity? 
Time (7**) 
Money (6*) 
Priorities (6*) 
Other (5**) 
Interest (3*) 
7. Do you identify as a dancer?  
Did you at one time identify as a dancer? 
Yes, Definitely, Now I do (6) 
… 
Yes (2**) 
Not really, No (3*) 
... 
Not really (1*) 
8. Which of the following are reasons why do Stress relief (9***) Love of performing (4*) 
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you dance? Physical conditioning (9***) 
Self expression (9***) 
Source of meaning (9***) 
Involvement in creative process (6*) 
Sense of mastery (6***) 
Development of DMT skills (6**) 
Other reasons (6**) 
Dance relationships (3) 
9. Which of the following best describes your 
decision to become a dance/movement therapist? 
a. DMT combined dance and psychology 
(7***) 
d. Background in dance, no wish to 
pursue a career in dance (3**) 
f. Other (2*) 
c. Had a career as a dancer, want to 
do something more with dance 
knowledge (1) 
b. Career to fall back on (0) 
e. Do not think can have career as 
dancer, DMT is next best thing (0) 
10. Which of the following statements most 
accurately reflects the relationship between your 
activity and identity as a dancer and your 
emerging identity as a dance/movement 
therapist? 
a. Identities are mutually supportive (6*) b. Identities are in conflict (2**) 
c. Identities are distinct; pursued on 
parallel paths (2) 
d. Do not identify as a dancer (1*) 
11. As you anticipate your future as a 
dance/movement therapist, which of the 
following do you foresee as the role of dance in 
your life to be? 
b. Primarily a DMT with some dance 
(7***) 
c. Balance between DMT & dance (3) 
a. Almost exclusively a DMT (0) 
d. Primarily a dancer with some DMT 
(0) 
e. Almost exclusively a dancer (0) 
* indicate response from one of the three participants who did not currently identify as dancers
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All participants (N=9) indicated stress relief, physical conditioning, self 
expression, and source of meaning as being reasons why they dance.  Over half (N=6) 
also included involvement in the creative process, a sense of mastery, development of 
dance/movement therapy skills, and other reasons.  The least common reason for dancing 
was dance relationships (N=3).  One participant danced to “re-experience what being in a 
dance class can mean, without the kind of harsh criticisms, and sort of things you go for 
as a more professional and technical dancer.”  Another participant danced to be part of a 
community; one to expand her movement vocabulary; and another simply states, “My 
passion!”  One participant danced because “it is like some sort of access to a different 
level of consciousness, or way of being.”  And still another danced for the following 
reasons: 
Because I love it.  And it’s very much a spiritual experience.  It’s very much a 
place and time in my life where I feel most alive; I feel most myself; I feel most at 
peace; I feel most at home.  And, also the psychological effects, that’s not really 
just a stress relief, and actually is completely enlivening and can really 
dramatically shift my state of mind and my mood instantaneously. 
As can be seen in Table 1, Question 9, most participants (N=7) decided to become 
a dance/movement therapist because it combined two areas of interest, dance and 
psychology.  No participants (N=0) chose to go into the field because they wanted a 
career to fall back on when they could no longer support themselves with a career as a 
dancer.  Similarly, no participants indicated choosing to become a dance/movement 
therapist because they did not think they could have a career as a dancer, thinking 
dance/movement therapy was the next best thing.  One participant did have a combined 
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interest in dance and psychology, and had a desire to be a professional dancer.  She 
further stated, “I feel like I got here because I wanted to serve people.  I have always 
wanted to do that, I’ve always been interested in relationships, and I love dance – it does 
amazing things for me, and has.”  Another participant decided to become a 
dance/movement therapist because of her love for working with people who have special 
needs, aside from her interest in dance and psychology. 
Regarding Question 10, over half of the participants (N=6) believed dancing to be 
integral to their work as dance/movement therapists; their identities as dancers and their 
identities as emerging dance/movement therapists are mutually supportive.  One 
participant indicated not identifying as a dancer, and said her activity and identity as a 
dancer and work and identity as a dance/movement therapist were often in conflict with 
one another.  This participant was one of three who did not currently identify as dancers.  
It is of interest that these three participants were the only ones to indicate their identities 
being in conflict (N=2 of the 3 who did not identify as dancers) or that they do not 
identify as dancers (N=1 of the 3). 
In Question 11, most of the participants (N=7) anticipated being primarily a 
dance/movement therapist with some dance activity.  No participants anticipated being 
almost exclusively a dance/movement therapist; primarily a dancer with some 
dance/movement therapy activity; or almost exclusively a dancer. 
Patterns can be seen in participants’ responses to the above three questions – 9, 
10, and 11.  The three participants who had a background in dance but did not wish to 
pursue a career as a dancer were also led to a career as a dance/movement therapist 
because of their interest in dance and psychology.  The only participant who chose the 
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response, “I do not identify as a dancer” was also only one of two participants for whom 
her activity and identity as a dancer and her work and identity as a dance/movement 
therapist were often in conflict with one another. 
One participant anticipated being primarily a dance/movement therapist with 
some dance activity, yet anticipated a balance between her dance/movement therapy and 
dance activity.  No participant reported that she decided to become a dance/movement 
therapist to have a career to fall back on when she could no longer support herself with a 
career as a dancer; nor did any participant report believing she could not have a career as 
a dancer, so a career as a dance/movement therapist would be the next best thing.  
Similarly, no participant reportedly anticipated primarily being a dancer with some 
dance/movement therapy activity, or being almost exclusively a dancer. 
Between the verbal survey questions and the artistic inquiry portion of the 
interview, participants were asked if there were any questions on which they wished to 
elaborate.  Three participants chose to do so. Through answering the survey questions, 
one participant found it enlightening to be able to really see how her dance background 
influences her dance therapy training.  She went on saying, “You think of them as 
separate, like I do, but it’s really one long continuous process.  Once you study to become 
a therapist you can’t not be a therapist, just ‘cause you’re on stage.” 
A second participant elaborated as follows: 
To me it’s really sad… the biggest thing that is going around in my cohort is the 
fact that we don’t move in our classes.  That’s really been a very big deal and it’s 
been something that it feels like every year people are saying this.  It’s 
unfortunate that now I feel like I’m so used to it that it just kinda feels like, “Oh, 
well this is just the way we do it.”  But I remember in the very beginning, even 
though they told us this was not going to be like a dance class, I still thought there 
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was going to be more movement somehow.  And the fact that there isn’t is 
definitely something… I mean, I think one of your responses made it very clear – 
it was talking about the parallel path.  And that’s really what I feel.  It’s like, I go 
to the Tuesday night dance class because I’ve been sitting in class from 9 until 6 
and I need to move, and I haven’t moved.  So it’s a blessing in one respect 
because I still get to dance.  But at the same time I’m just worried that I’m not 
going to be moving that much in the therapy.  And, I’m also worried that if I do 
move, I’m not really sure… yeah, I guess now just reflecting on it with you I feel 
like I would have, in my program, I would have liked more about what exactly is 
super dance/movement therapy, just dance/movement therapy.  We’re getting a 
lot of very good counseling experience and I love it, but I think it’s really, I think 
it’s hard. 
 
A third participant elaborated in response to Question 8, asking for reasons why 
one dances.  Her elaboration was specifically about the “physical conditioning” response, 
and discussing how going to the gym has not been a good fit: 
Dancing is something I feel like I can commit to on so many different levels and 
that the fitness component of it and my physical health is just a benefit.  It’s 
important to me that it provides that, but I feel like it’s something that’s so much 
more fulfilling in a different way that I’m able to commit more so to attending 
dance class, and that the physical health of it is almost like a bonus. 
Artistic inquiry 
For the artistic inquiry portion of the interview survey, participants were asked to reflect 
on the topic through a brief movement exercise.  They were given directives by the 
researcher to create three movement sequences, one at a time, and then asked to describe 
the sequences at the completion of each.  (Full transcripts of each participant’s 
description of her movement phrases are included in Appendixes K – S.) 
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Participants were asked to switch to speaker phone, if capable.  If unable to use 
speakerphone, participants were asked to keep the phone near by and have a clock within 
eye sight.  Three participants did not use speakerphone; the remaining six participants 
did.  Most participants spent about two and a half minutes completing each reflective 
movement phrase, with the exception of two participants who did not use the entire time 
allotted for the first phrase.  Table 2 depicts common and variant themes from the three 
movement phrases, as well as the two questions following. 
 
 
 
Table 2 
Artistic Inquiry Data 
Directive/Question Common themes Variant themes 
Movement phrase 1: 
Reflect through movement on 
your identity as a dancer 
Grounding (4) 
Balancing (3) 
 
Presentational (2) 
Self-care (2) 
Sadness and loss (1) 
Growing (1) 
Movement phrase 2: 
Reflect through movement on 
your emerging identity as a 
dance/movement therapist 
Opening (5) 
Contained (5) 
Moving through space (4) 
Growing (3) 
Grounded (3) 
Preparing (2) 
Giving/ offering (2) 
Carving (2) 
Self-care (1) 
Reaching (1) 
Movement phrase 3: 
Create a movement 
combination that expresses a 
relationship between these 
two phrases 
Alternating between  
   opposites (6) 
Reaching (4) 
Growing (4) 
Balancing (2) 
Grounded (2) 
Self-care (2) 
Retreating (1) 
Did you learn anything new 
about the relationship 
between your dancer and 
dance/movement therapist 
Want to learn more (4) Have resources to draw on 
(2) 
There are connections 
between the identities (2) 
Do no have to leave behind 
dancer identity (1) 
Glad to have opportunity to 
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identity while doing this? reflect on topic (1) 
Do you have any other 
additional comments? 
Expression of thanks or 
appreciation (3) 
It was fun (2) 
It was interesting (2) 
Want to explore more (1) 
Curious about other 
participants’ responses (1) 
 
 
 
Participants were first asked to create a movement phrase that embodied their 
identities as dancers.  Common themes included grounding (N=4) and balancing (N=3).  
Variant themes include presentational movement (N=2), self-care (N=2), a sense of 
sadness or loss (N=1), and growing (N=1). 
Next, participants were asked to create a movement phrase that embodied their 
emerging identities as dance/movement therapists.  As seen in Table 2, common themes 
included opening (N=5), contained (N=5), moving through space (N=4), growing (N=3), 
and grounding movement (N=3).  Variant themes included preparing, giving/offering, 
and carving movements (all N=2); self-care (N=1), and reaching (N=1). 
Finally, participants were asked to create a movement combination that expressed 
a relationship between the previous two phrases.  Common themes included alternating 
between two opposites (N=6), reaching (N=4), and growing (N=4).  Variant themes 
included balancing, grounding movement, and self-care (all N=2); and retreating (N=1). 
After participants had finished describing the third movement phrase, they were 
asked if they learned anything new about the relationship between their dancer and 
dance/movement therapist identity while doing the artistic inquiry.  All had. 
One participant found it “interesting about what things are available in the body 
once you move because you have training as a dancer and you have different ways to 
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move in and out of things,” further stating that “it feels affirming to me to have those 
resources to draw on as a dance therapist.”  In speaking about identity as a dancer and 
emerging identity as a dance/movement therapist, one participant “ learned that they’re 
basically the same, just the way that I think about it is what makes it different… I can see 
how there’s a big connection between the two – they’re not so separate to me anymore.” 
Other participants, however, felt a need to explore more.  One participant had a 
lot of movement that crossed her midline, and stated that she “would like to explore that 
further.”  She also noted that “it made me really happy. At one point I was moving I was 
like, ‘Oh my God, in three months this is gonna be like, literally!’… which is kinda really 
like cool.”  Another participant clarified the feeling of the third movement phrase as 
being “more playful and sexy (laughter)…and the other first two [phrases] were more 
contemplative,” adding that “it was more fun!... Did I learn anything new about the 
relationship? … I don’t know yet! (laughter)” 
 In creating a movement combination that expressed a relationship between her 
dancer identity and emerging dance/movement therapist identity, one participant felt like 
“there was more to learn about the relationship – and that there were some disconnects, 
but some really strong connections also.  I felt like I wanted to explore further.”  Another 
participant also had difficulty with this third movement phrase: 
I feel like… it feels like it’s still a process, creating that relationship – that I’m 
still trying to find the balance between the two.  I feel like my identity as a 
dance/movement therapist is a changing process, whereas my identity as a dancer 
feels very clear to me.  This is how I see myself as a dancer, I’m not necessarily a 
performer but the movement provides this experience for me.  Whereas my 
emerging dance/movement therapist feels like it’s still in this process and it’s not 
very clear.  So to put the two together in the last combination felt very challenging 
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and complicated because I didn’t know – it was hard for me to identify where 
they could be blended or where the relationship really was between the two… it 
was really challenging for me to come up with a way – I knew it didn’t have to 
look exactly the same as the other two combinations, but then thinking to myself, 
how do they relate to each other?  So it became more of the thought process and 
the experience than the sheer idea. 
 
Still concerning the third phrase, a different participant commented that, “maybe 
it feels like I’m so focused on becoming a dance/movement therapist that I’ve abandoned 
my dancer self and maybe I don’t have to do that.”  She goes on to say, “at the end I felt 
like there was an invitation for me to bring along that part of me with this other part that 
was moving forward.” 
 One participant, who had foot surgery within the year previous to this interview, 
discussed all three phrases when asked if she learned anything new about the relationship 
between the two identities while doing the artistic inquiry: 
As a dancer, I usually identify with strong, athletic, direct movement.  It was 
interesting to see that I could still do direct movement – and also kind of feel 
strong – but in a very light way.  That was interesting.  Nothing really that 
surprised me about the second one.  I did think the third one was interesting 
because… it’s the kind of feeling of being present in my body and also very 
comfortable in my body.  I felt like no matter what, I know some tools that help 
me take care of me.  I just feel like self care is such a big question that I’m sure 
each and every one of us face.  Like, how do we properly take care of ourselves 
while we’re doing this?  I just felt like… sometimes when I explore that question, 
I kind of felt like that one was similar in a way – or at least that’s what was 
coming up for me in this shared movement exercise, that sometimes the answer’s 
already there, in your own body, and you just don’t even realize it.  It’s interesting 
that I was holding my hands, ya know?  And I did get really close to myself, and 
that I was very trusting of my body.  Because for most of this year I have not 
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really trusted my body for obvious reasons – at least my legs… I felt very secure, 
when I was exploring the relationship between both. 
 
One participant was not sure if she learned anything new, “but it did give me an 
opportunity to reflect on it and think about it a little, and how it does affect me.” 
 Finally, participants were asked if they had any additional comments about the 
interview as a whole.  One participant was simply “curious what other people are 
saying.”  Another stated “It was fun to do… interesting to compare the two kinds of 
identities.”  She realized “being a dancer and being a dance therapist [are] both part of the 
same person; I’m one person, and it’s not two separate models or identities, they kinda 
merge together.  One helps the other one.”  Another participant found it “helpful to think 
about.  And I really appreciated the movement exercises.  I think they were revealing and 
something I’d like to explore on my own a little bit more.” 
 Things were made a little clearer for one participant who stated: 
I just, I didn’t realize how sad I was about… yeah, it feels like my body is really 
sad that I’m not dancing more, and that makes me really sad.  So, it’s good for me 
to actually – I think this was really good for me to feel that because it reminds me 
of where I should put my priorities…. I felt like I got some clarity. 
A different participant reveals a struggle she and friends had had, which relates to 
this research: 
When I came into the program I really struggled with the movement… to be 
doing all of the creative movement just as soon as I came in.  There were times 
when actually, I know friends and I would have discussions about it – are we 
being asked to lose our identities as dancers to become dance/movement 
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therapists?  And it wasn’t until much later that I really knew that one really fueled 
the other and vice versa, like a dynamic… relationship.  So I’m really glad that 
there’s somebody studying it. 
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CHAPTER 5: DISCUSSION 
Included in this chapter is the exploration of the results as they relate to the 
literature on adult identity development, identity as a therapist, and creativity.  The topic 
of dance/movement therapist identity and the role of dance in one’s future are also 
explored.  The common themes of the movement phrases of the artistic inquiry portion of 
this study are then explored by the researcher, with reference made to the literature.  This 
is followed by the researcher’s self reflection on the study topic.  Limitations of the 
study, clinical applications, and implications for future research are also included. 
Adult identity development 
Ages of participants ranged from 25 to 31, with the mean age being 28.  According to 
Levinson (1986), the Entry Life Structure for Early Adulthood occurs between the ages 
of 22 and 28.  This is followed by the Age 30 Transition, happening from 28 to 33 years 
of age.  Transitional periods are times to “reappraise the existing structure, to explore 
possibilities for change in the self and the world, and to move towards commitment to the 
crucial choices that form the basis for a new life structure in the ensuing period” 
(Levinson, p. 7).  Based on age, five participants are in this transitional period. 
In the Identity Achievement phase there is a strong degree of commitment to self-
chosen occupational and ideological choices.  According to the results, it would seem that 
the six participants who identified as dancers at the time of the study are in this phase. 
The Moratorium phase occurs when one is in identity crisis; she is committed, but 
still exploring identity issues.  Those participants who are still exploring the relationship 
between their identity as a dancer and their emerging identity as a dance/movement 
therapist may be in this phase.  It can also be said that all participants are in the 
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Moratorium phase concerning their identity as a dance/movement therapist, since this is 
still an emerging identity not yet fully developed. 
Dance/movement therapist identity and dance 
Since all participants were currently in their second year of study in an American Dance 
Therapy Association approved Master’s program in Dance/Movement Therapy, it would 
seem, and is supported by the results, that all are committed to developing an identity as a 
dance/movement therapist.  Through the verbal survey questions and movement 
reflection, some participants were able to see how their emerging identity as a 
dance/movement therapist relates to their identity as a dancer.  For others, however, that 
relationship was not so clear and there was an interest in further exploration. 
All participants seemed committed to a career as a dance/movement therapist and 
anticipated dance as being part of their lives.  The results show that all participants 
anticipated either being primarily a dance/movement therapist with some dance activity, 
or a balance between dance/movement therapy and dance activity.  No participant placed 
dance activity above dance/movement therapy, expecting to be primarily a dancer with 
some dance/movement therapy activity, or almost exclusively a dancer; nor did any 
participant exclude dance activity, expecting to be almost exclusively a dance/movement 
therapist.  Everyone anticipated dance/movement therapy and dance as being part of their 
future lives.  This goes along with the findings in Brown’s (2008) study that all 45 of her 
participants, practicing Creative Arts Therapists, continue to make art while working.  
However, this contrasts with the erosions of dancing in dance/movement therapy practice 
that Boris saw in 1992. 
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It should also be noted that no participant decided to become a dance/movement 
therapist so she could have a career to fall back on when she could no longer support 
herself with a career as a dancer.  According to the results, all participants are committed 
to dance remaining a part of their lives as they develop and establish identities as 
dance/movement therapists. 
Movement data themes 
Levinson (1986), Ermann (2004), Marcia (1980), and Cameron (1992) acknowledged 
that there are internal and external influences on one’s identity development.  This can be 
seen in participants’ movement phrases in various ways, including relating to the self and 
relating to the environment. 
 An internal focus occurred throughout all three phrases with the presence of 
movement indicating self care.  An external focus was also present in all three phrases, 
but most noticeably in the second phrase, when participants moved about their emerging 
identities as dance/movement therapists.  The movement involved growing, opening, 
giving, offering, reaching, carving, and often moved more through space than the first 
phrase.  There is thus a more noticeable external influence upon participants’ 
dance/movement therapist identity development; however, the internal influence is 
present as well. 
 In the results of her study, Brown (2008) presented the artistic inquiry of nine of 
her subgroups of co-researchers.  In one of the subgroups, the inner/outer theme was 
present.  One member of the group repeated the phrase “What goes in must come out” 
while “hitting his thigh with his fist...[on] ‘What,’ then hitting his chest two times 
quickly...[on] ‘goes in.’”  He then held “his fist over his mouth [on] ‘must come’ until he 
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released it into an open hand which spilled down forward in front of him along with an 
elongated ‘out’” (p. 204). 
Some movement phrases from the artistic inquiry of this study were more 
contained, perhaps relating to one of Arieti’s (1997) attributes for creativity - aloneness.  
Tharp (2003) and Cameron (1992) also speak of the benefit to the artist of isolation and 
spending time alone.  This contained feeling of some participants’ dancer identity phrases 
could symbolize the aloneness and isolation necessary to nurture their creativity.  In 
contrast, there was a common theme of opening movements in the second movement 
phrase.  This could imply welcoming their new identities, or be indicative of welcoming 
and being open to everyone, including potential clients. 
Balancing and grounding were common themes in the first movement phrase in 
which participants were just beginning to move, feeling their feet on the ground and 
testing their balance.  There was not as much balancing or grounding in the third phrase, 
only two instances of each.  For one participant her third phrase “ended up being...about 
balance”; for another participant, she liked that she was getting her balance back after 
having foot surgery.  Concerning the theme of grounding in the third phrase, one 
participant had a lot of grounding movements (i.e. feeling her feet on the ground and 
shifting weight), stating, “The grounded element I had in both [phrases] was there.”  A 
second participant expressed the need to ground after becoming overwhelmed while 
trying to create a movement combination that expressed a relationship between her 
dancer identity and emerging dance/movement therapist identity. 
Related to this grounded element is a sense of preparing, which is reflected in the 
movement phrases with slowly rising from the ground, getting ready to stand, kneeling, 
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or alternating between two positions on the ground, and then kneeling.  Participants are 
preparing to become dance/movement therapists; and some are preparing to explore 
further the relationship between their identities as dancers and their identities as emerging 
dance/movement therapists. 
There was a lot of movement that involved alternating – right and left, up and 
down, forward and back, crisscrossing.  These participants are unsure; they do not know 
which way to go, which identity to take more of, or how to relate the two identities. 
It is of interest to note that the one participant who did not identify as a dancer at 
the time of the interview and never did, began her third movement phrase with a shoulder 
shrug and proceeded to move backwards through the space, but never forward.  All the 
other participants who had retreating movement, also had advancing movement. 
Common themes from this interpretation include taking care of oneself and then 
taking care of others; preparing to become a dance/movement therapist; moving in a 
contained space; exploring the space; being able to understand the relationship between 
one’s identity as a dancer and emerging identity as a dance/movement therapist, or 
wanting to explore it more; and alternating between extremes. 
A sense of being grounded was also present in many of the movement phrases.  
Possible interpretations of this include: participants’ needs to reconnect to their roots as 
dancers, to feel their bodies in contact with the ground; their need to feel supported as 
they develop a new identity as a dance/movement therapist; or their need for steady 
ground in figuring out how the two identities relate. 
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A sense of self care was also present in some phrases.  Participants are taking care 
of their identities as dancers; taking care of themselves while becoming dance/movement 
therapists; or taking care of themselves while exploring how these identities relate. 
Researcher’s self reflection 
I am a second year dance/movement therapy graduate student in an ADTA approved 
Master’s program.  I am a dancer.  I am an emerging dance/movement therapist.  My love 
for dance and realization of the physical and mental health benefits of dance, as well as 
my interest in psychology, led me to pursue a career as a dance/movement therapist. 
I was fresh out of undergrad when I began graduate school and still had dreams of 
pursuing a professional dance career.  I found that difficult to do while committing so 
much time and energy into becoming a dance/movement therapist.  I was struggling with 
the issue of potentially having to choose one career over the other – could I do them both 
like I originally planned?  I have this identity as a dancer, but how does that fit into the 
identity I am developing now as a dance/movement therapist?  My concern about the 
relation of my identity as a dancer to my emerging identity as a dance/movement 
therapist led me to this research topic. 
I did not engage in a process of self-discovery to understand where I stood in 
relation to this research topic, prior to conducting the interviews.  I knew I was struggling 
with how to relate my identity as a dancer to my emerging identity as a dance/movement 
therapist, but it was not until after the first two or three interviews, when I began to see 
how interesting participants movement was and how excited they were at what was 
coming out in the movement, that I decided to engage in the same process as them.  I did 
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this to better understand my own feelings on the topic as well as the experience of my 
participants during the interview. 
I engaged in my own reflection after the data analysis was complete, verbally with 
the interview questions and then through movement in the artistic inquiry.  I include 
below a description of my movement phrases. 
I found that I was very protective of my dancer identity; I was afraid of it being 
taken away.  I also wanted this identity to spread through me and completely engulf me.  
My hands were often on my chest, over my heart, and I kept thinking, “This is who I 
am.”  The movement was very contained because I did not want to lose my identity and I 
did not want it to be taken away.  There was, however, a moment of joy and happiness in 
the beginning when thinking about myself as a dancer. 
When moving as an emerging dance/movement therapist, I took a lot of things in, 
but realized I also had something to contribute.  I slowly spiraled down while continuing 
to take things in, thinking, “There’s so much here.  Where do I fit in?”  I started to rise 
and spread things out, to find my way.  It was then as if I was floating, trying to keep my 
head above water.  The phrase did not have a set ending.  There was a lot of weight 
shifting; it was multi-focused; and a lot of space was used.  The movement began at a fast 
pace and then slowed down. 
In exploring the relationship between the two phrases, I began with my hands on 
my chest over my heart, gently rocking and swaying with my body.  I attempted to do a 
gathering sort of gesture with my right arm that had been in the emerging 
dance/movement therapist phrase.  It ended up being more of a block and was led with 
my elbow.  My right hand then went back over my left.  Since that did not work, to my 
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surprise, I tried exploring the space down by my side, making small carving movements 
with my left arm.  My arm slowly rose and extended away from my body (all while 
carving).  I was focused on my left hand and started to spiral to the right with my left arm 
leading.  I then had the thought, “I don’t want to go down to the ground!” so I stayed 
upright and continued around to the right, maintaining focus on my left hand. 
I realized at this point that I had completely forgotten about my right hand and 
was not focusing on it at all.  My right hand had come to represent my identity as a 
dancer; my left hand, my emerging identity as a dance/movement therapist.  I had been so 
focused on becoming a dance/movement therapist that I had forgotten my identity as a 
dancer!  I immediately brought my focus to my right hand, still on my chest over my 
heart.  I put my left hand back over my right and went back to the rocking and swaying 
from the beginning, with my focus towards the floor, thinking, “Now what?”  I continued 
with the weight shifting and extended my right hand from my chest outward, keeping my 
right elbow in contact with my body, and then brought my right hand back over my left – 
“Well I have this… but it’s mine.”  My rocking and swaying came to stillness and my 
focus remained downward as I ended.  Was “this” my love of dance?  Perhaps.  It could 
also have been my identity as a dancer, which until recently I had thought was still 
developing.  I could extend the interpretation further and say that maybe it is everything 
that has gotten me to where I am now.  I am not sure yet – maybe I will explore it further. 
I initiated this study with a concern that my identity as a dancer was being lost as 
my emerging identity as a dance/movement therapist was being developed, which was 
expressed in my artistic inquiry process.  The study participants were overall more aware 
of and sure of the mutuality of their dancer identity and emerging dance/movement 
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therapist identity in the verbal interview; however, some were continuing to develop an 
understanding of the nature of this relationship in the artistic inquiry process.  The study 
has helped me begin to facilitate the integration of my identity as a dancer and emerging 
dance/movement therapist.  It may have been valuable at an earlier stage in the research 
process to go through my own self reflection and artistic inquiry process so as to be more 
aware of my own position in relation to the topic as I entered the interviews.  However, I 
do not believe this influenced the interview and data analysis process. 
Clinical applications 
Dance/movement therapy students enter graduate school with different dance 
backgrounds and different levels of identity as a dancer.  Identity formation is a constant 
process.  Dance/movement therapy students may have a strong identity as a dancer and 
then have to figure out how that works in relation to their newly emerging identity as a 
dance/movement therapist.  Most dance movement therapy students are at a point in their 
lives in which adult  identity development is a central concern and are in the process of 
developing a life structure in relationship to who they are as people (Levinson, 1986). 
 One’s identity as a dancer will likely be brought into question during his or her 
time in a graduate level dance/movement therapy program.  Both students and educators 
should be aware of this – students so they can give attention to the possible sense of loss 
or changes in their identity in the process of becoming dance/movement therapists; 
educators so they can encourage students to continue to support their dancer identity 
within their development as dance/movement therapists, or to explore the meaning of 
these changes in their lives. 
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The theme of self-care came up often in the movement of the artistic inquiry 
portion.  As dance/movement therapy students, one form of self-care is dance.  
Dance/movement therapy programs can support this form of self-care by encouraging 
dance activity during the course of study.  They might make available a list of local dance 
studios where students can take class.  Or, make dance space available to students on 
campus, free of charge, since, per results, money is an influencing factor in limiting 
involvement in dance.  The students could use the space to provide classes to one another 
or .engage in individual dance activities. 
Another option in supporting dance/movement therapy graduate students in their 
established or developing identities as dancers is to add a dance course to the curriculum 
and have students take one technique class per semester/quarter.  Give students a choice 
as to what technique class they want to take (modern, ballet, jazz, hip hop, musical 
theatre, African, Indian, tap, etc.), but make it mandatory.  If there is an undergraduate 
dance program in the same college/university as the graduate dance/movement therapy 
program, then students can take a technique class that way.  Or, the dance/movement 
therapy graduate program can connect with a local dance studio, have dance/movement 
therapy students register for an Independent Study, and take technique class at that local 
studio.  There may be some problems implementing this, however, with the courses 
already required of dance/movement therapy graduate programs. 
Many of the participants expressed their appreciation in being able to reflect on 
this topic, both verbally and through movement, and their happiness that someone was 
studying this.  Current dance/movement therapy students would benefit from being able 
to explore their dancer identity and emerging dance/movement therapist identity in this 
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way.  Many of the interview questions could guide a group supervision discussion; and 
the artistic inquiry process could be used as an experiential exercise to help 
dance/movement therapy graduate students begin to recognize and think about their 
emerging identities as dance/movement therapists 
Limitations of the study 
The recruitment response was small, so that the sample self- selected by interest.  All 
who responded to the recruitment announcement were selected as study participants 
which may not have been a representative sample of dance/movement therapy students. 
Dance/movement therapy students for whom dance was not as important were 
presumably less likely to respond to the recruitment announcement.  The recruitment 
population was second year dance/movement therapy students, who were likely working 
on their own theses and may not have been able to commit the time necessary to 
participate in someone else’s research. 
Concerning the Artistic Inquiry, not allowing for greater participant reflection on 
the movement; and not probing more as a researcher, asking specific questions of the 
participants after the artistic inquiry, was limiting.  
The participants were female and primarily White.  This composition reflects the 
gender and cultural composition of graduate dance/movement therapy programs and the 
profession as a whole. 
Implications for future research 
It might be of interest to seek a sample of participants that was more diverse by culture 
and gender to see in what ways identity development in these cases was similar or 
different. 
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Future research should facilitate further self reflection and interpretation of 
movement phrases by the participants.  The artistic inquiry portion of this study provided 
such rich movement data that the researcher found herself interpreting some of the 
movement.  This, however, was not part of the consent, and was thus not included in this 
publication. 
Perhaps having follow up questions immediately after participants describe their 
movement phrases would aid in greater self-reflection.  Participants commented on the 
value of the artistic inquiry process, which may have stimulated reflections that would 
continue to develop.  Another study could include a one week journaling interim 
following the interview in which participants are asked to further reflect on their 
movement and its meaning to them.  The researcher would also have time during this 
interim to review the participant’s movement and reflect on the interview.   A second 
interview could be scheduled at the end of a week, to give the participants an opportunity 
to elaborate further and reflect more deeply n the topic.  The researcher would also ask 
questions relating specifically to that participant’s movement. 
The Artistic Inquiry method of the research added a great deal to the results.  
Asking participants to use movement as a way to reflect on the topic allowed deeper 
reflections and discoveries to be made.  “If the research is about inner experiences of 
clients or therapists, and if the resulting data is expected to be rich in emotional, intuitive, 
imaginal, or embodied content,” according to Hervey (2004), “then artistic inquiry that 
can transform this raw data into communicable artistic form without losing its 
authenticity is the best approach” (pp. 191-192).  This study supports the value of an 
artistic inquiry process within an interview to deepen the interview process. 
 
   63 
CHAPTER 6: SUMMARY AND CONCLUSIONS 
The objective of this research was to understand how the dance/movement 
therapy student integrates identities and activities as a dancer in the process of becoming 
a dance/movement therapist.  The researcher conducted individual, semi-structured phone 
interview surveys with second year dance/movement therapy graduate students. The 
interviews consisted of open- and close-ended questions and included an embedded brief 
artistic inquiry process. 
Nine participants, ranging in age from 25 to 31, were recruited for this study.  
They had danced for at least 10 years, at most 25; and at the time of the interview, were 
engaging in dance activity as little as zero times a month, and as much as 9 to 12 times a 
month.  Only two participants were satisfied with this amount.  Six participants identified 
as a dancer, three did not.  Of those three, two identified as a dancer at one time, one 
never did. 
All participants danced for stress relief, physical conditioning, self expression, 
and source of meaning.  Within the year previous to the interview, all participants had 
been a student of a dance class and an audience member of a dance performance.  No 
participant decided to become a dance/movement therapist so she could have a career to 
fall back on when she could no longer support herself with a career as a dancer; nor did 
any participant chose to become a dance/movement therapist because she thought she 
could not have a career as a dancer. 
All participants were committed to a career as a dance/movement therapist and 
anticipated dance as being part of their lives.  The results show that all participants 
anticipated either being primarily a dance/movement therapist with some dance activity, 
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or a balance between dance/movement therapy and dance activity.  No participant placed 
dance activity above dance/movement therapy; nor did any participant exclude dance 
activity from their future.  According to the results, all participants are committed to 
dance remaining a part of their lives as they develop and establish identities as 
dance/movement therapists. 
Common themes from the movement data include inner and outer attention, 
contained versus expanded movement, grounding and preparing movement, alternating 
between extremes, and self care. 
Limitations of the study include a small recruitment response and not allowing for 
greater participant reflection on the artistic inquiry.  Clinical applications include 
dance/movement therapy faculty encouraging students to engage in self-care activities 
that include dance; the addition of a dance course to the dance/movement therapy 
curriculum; and the use of this study as an experiential exercise for current 
dance/movement therapy students. 
Implications for future research include conducting the same study with a sample 
of participants that are more diverse by culture and gender; allowing for greater reflection 
and interpretation of the movement phrases by the participants; and the use of Artistic 
Inquiry in future studies to allow for deeper reflections and discoveries. 
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                                      Appendix A 
    Recruitment Announcement: Dance/Movement Therapy Research Study  
The nature of ongoing dance engagement and identity as a dancer in the identity and professional 
development of the emerging dance/movement therapist 
 
Greetings, I am a Dance/Movement Therapy Graduate Student at Drexel University conducting 
research for my Master’s thesis. 
The purpose of this study is to explore the nature of ongoing dance engagement and identity as a 
dancer in the identity and professional development of the emerging dance/movement therapist.  
You are eligible to participate in this study if you are: 
• A dance/movement therapy student in the second year of study in an ADTA Approved Dance/Movement 
Therapy Master’s Program (other than the Drexel University Program)  
• Between 22 and 40 years of age 
• Interested in and willing to participate in a phone interview on the study topic, including participation in a 
brief reflective movement exercise during the interview 
Interview questions will address the role of dance in study participants’ lives, how their current dance 
involvement and identity as a dancer interacts with their dance/movement therapy identity formation and 
skill development; and the foreseeable role of dance in their future. There will be a brief reflective 
movement exercise during the verbal interview.  If interested in participating, please contact me via email 
(sgr32@drexel.edu) within the next three weeks. I will reply to schedule a time and day to call you to 
review the study procedure, your rights as a research participant, respond to any questions, and if you 
meet participation criteria and orally consent to participation, to conduct the phone interview survey 
proper. The consenting process and phone interview survey is expected to last no longer than 45 minutes. 
 
Thank you for your time and consideration. 
 
 
Stephanie Gail Ross, Dance/Movement Therapy Graduate Student, Drexel University 
sgr32@drexel.edu 
 
   71 
Appendix B 
Preliminary email contact 
Header: Dancer/DMT Student Identity Study 
The nature of ongoing dance engagement and identity as a dancer in the identity 
and professional development of the emerging dance/movement therapist 
 
Greetings American Dance Therapy Association (ADTA) Student Representative, 
I am a Dance/Movement Therapy Graduate Student at Drexel University 
conducting research for my Master’s thesis. The purpose of the study is to explore the 
nature of ongoing dance engagement and identity as a dancer in the identity and 
professional development of the emerging dance/movement therapist. Participants in the 
study will be engaged in a verbal phone interview survey that includes a brief reflective 
movement exercise.  
The prospective participants in this study are second year students in ADTA 
Approved Dance/Movement Therapy Master’s programs. I am requesting your assistance 
in distributing Recruitment Announcements to second year students in your program. I 
have mailed hard copies of the Recruitment Announcement to you via US mail for 
distribution.  The Recruitment Announcement is also posted on the student forum of the 
ADTA website. 
 
Thank you, 
Stephanie Gail Ross 
Dance/Movement Therapy Graduate Student, Drexel University 
sgr32@drexel.edu 
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Appendix C 
Sample cover letter to ADTA student representatives 
The nature of ongoing dance engagement and identity as a dancer in the identity 
and professional development of the emerging dance/movement therapist 
 
    Return address 
Date 
 
Recipient name 
Recipient address 
 
 
Greetings, 
I am a Dance/Movement Therapy Graduate Student at Drexel University 
conducting research for my Master’s thesis on the nature of ongoing dance engagement 
and identity as a dancer in the identity and professional development of the emerging 
dance/movement therapist. 
The prospective participants in this study are second year students in ADTA 
Approved Dance/Movement Therapy Master’s programs. I am requesting your assistance 
in distributing study Recruitment Announcements to second year students in your 
program.  I have enclosed hardcopies of the Recruitment Announcement.  Please confirm 
via email that you have received this mailing. 
I thank you for your time and consideration. 
Sincerely, 
 
 
Stephanie Gail Ross 
Dance/Movement Therapy Graduate Student, Drexel University 
sgr32@drexel.edu 
 
Enclosures 
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Appendix D 
 
 Email response to all potential participants  
Header: Dancer/DMT Student Identity Study 
 
The nature of ongoing dance engagement and identity as a dancer in the identity 
and professional development of the emerging dance/movement therapist 
 
Thank you for your interest in participating in the study. I will be randomly 
selecting 10 participants with representation across schools. I will be contacting you soon 
to let you know if you have been selected and to schedule an interview time. 
 
Thank you, 
Stephanie Gail Ross 
Dance/Movement Therapy Graduate Student, Drexel University 
sgr32@drexel.edu 
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Appendix E 
Recruitment response email 
Header: Dancer/DMT Identity Study 
The nature of ongoing dance engagement and identity as a dancer in the identity 
and professional development of the emerging dance/movement therapist 
 
     Hello.      Thank you for your interest in participating in this study.  
I would like to schedule a day and time to call you to provide information about 
the study, answer any questions you may have, review your rights as a study participant, 
and to conduct the phone interview proper, if you remain interested in participation. The 
interview will involve a verbal interview and brief movement exercise.  The entire 
conversation should last no more than 45 minutes. 
Please review the list of available days and times below and reply at your earliest 
convenience with two days and times that will work for you. If none of the below choices 
are available to you, please provide me with two other days and times that fall within the 
next two to three weeks that work with your schedule. 
 
Thank you, 
Stephanie Gail Ross 
Dance/Movement Therapy Graduate Student, Drexel University 
sgr32@drexel.edu 
 
Available days and times for phone interviews: 
Month day, year, start time 
Month day, year, start time 
Month day, year, start time 
Month day, year, start time 
Month day, year, start time 
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Appendix F 
Telephone script:  Study disclosure and oral informed consent 
     The purpose of this study is to explore the nature of ongoing dance engagement and 
identity as a dancer in the identity and professional development of the emerging 
dance/movement therapist. I will be conducting an interview survey that will take no 
more than 45 minutes. As part of the interview I will ask you to participate in a brief 
reflective movement exercise. I will be on speakerphone so that I can audio-record the 
interview in order to accurately transcribe your answers; however, the audio-recording 
will be destroyed following transcription of your answers.  Criteria for participation in 
this study are:  
• A dance/movement therapy student in the second year of study in an ADTA 
Approved Dance/Movement Therapy Master’s Program (other than the Drexel 
University Program) 
• Between 22 and 40 years of age. 
• Interested in and willing to participate in a phone interview survey on the study 
topic, including participation in a brief reflective movement exercise during the 
interview. 
Do you have any questions about the study? If you are interested in participating and 
meet participation criteria, I will review your rights as a research participant prior to 
proceeding to the survey questions. Are you interested in proceeding?  
Participation in this study is completely voluntary and you can withdraw your 
participation at any time.   
You can choose to not answer a particular question. 
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Confidentiality will be maintained. You will not be identified in any publications 
of this research. 
The recording of this interview is for purposes of accurate transcription of your 
responses and the audio-recording will be destroyed once your responses are 
transcribed. Interview transcripts will be stored without identifying information in 
a locked file cabinet in the Department of Creative Arts Therapies at Drexel 
University.  
The only foreseen risk is to anonymity, which the researcher has addressed.  
Do you consent to participate in this study? 
Are you ready to start the interview? 
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Appendix G 
Interview survey 
Participant # ________________ 
I. Demographic Questions 
1. In which dance/movement therapy program are you enrolled?  
2. In what year of study are you?   
3. Age 
4. Race 
5. Gender 
II. Verbal Survey Questions 
1. How many years have you danced? 
2. Which of the following area(s) of dance activity have you been involved in the past 
year? 
Student in a dance class 
Teacher of a dance class 
Rehearsed 
Performed 
Choreographed 
Improvisational group dance 
Social dance 
Audience member for a dance performance 
Any other areas  
 
3. About how often per month have you been engaged in dance activity in the past 
year? 
4. Are you satisfied with this amount? 
5. How does this compare with your level of dance activity the year before you entered 
graduate school? 
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Less     More     Same 
6. Which of the following factors influence your current level of involvement in dance 
activity? 
Money 
Time 
Current priorities 
Current interest 
Other 
 
7. Do you identify as a dancer? (If not, did you at one time identify as a dancer?) 
8. Which of the following are reasons why do you dance? 
Stress relief 
Involvement in creative process 
Physical conditioning 
Self expression 
Dance relationships 
Love of performing 
Sense of mastery 
Source of meaning 
Development of dance/movement therapy skills 
Other reason(s) 
 
9. Which of the following best describes your decision to become a dance/movement 
therapist? Listen to each statement before responding. Let me know if you’d like me 
to repeat a statement. Feel free to elaborate in your response. 
a. “Dance/Movement Therapy combined two areas of interest, dance and 
psychology.” 
 
b. “I want to have a career to fall back on when I can no longer support myself with 
a career as a dancer.” 
 
c. “I have had a career as a dancer and I wanted to do something more with my 
dance knowledge.” 
 
d. “I have a background in dance but do not wish to pursue a career as a dancer.” 
 
e. “I do not think I can have a career as a dancer, so a career as a dance/movement 
therapist is the next best thing.” 
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f. Other? 
 
10. Which of the following statements most accurately reflects the relationship between 
your activity and identity as a dancer and your emerging identity as a 
dance/movement therapist? 
Listen to each statement before responding. Let me know if you’d like me to repeat a 
statement. Feel free to elaborate in your response. 
a. Dancing is integral to my work as a dance/movement therapist; my identity as a 
dancer and my identity as an emerging DMT are mutually supportive. 
 
b. My activity and identity as a dancer and my work and identity as a DMT are 
often in conflict with one another. 
 
c. My dance activity and identity is distinct from my work and identity as a DMT; I 
pursue them on parallel paths. 
 
d. I do not identify as a dancer. 
 
11. As you anticipate your future as a dance/movement therapist, which of the 
following do you foresee as the role of dance in your life to be? Listen to each 
statement before responding. Let me know if you’d like me to repeat a statement.  
a. Almost exclusively a dance/movement therapist 
b. Primarily a dance/movement therapist with some dance activity 
c. A balance between dance/movement therapy and dance activity 
d. Primarily a dancer with some dance/movement therapy activity 
e. Almost exclusively a dancer 
12. Are there any other answers on which you wish to elaborate? 
III. Artistic Inquiry 
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I would like you to reflect on this topic through a brief movement exercise.  I will give 
you directives to create three movement sequences, one at a time, which you will 
describe to me at the completion of each. If you have the capability to put me on 
speaker phone during this portion of the interview, please do so. If not, please keep the 
phone nearby and have a clock within eye sight. 
1. First phrase: Take a few minutes to reflect through movement on your identity as a 
dancer.  Create a movement phrase that embodies this identity.  Put the phone down 
while doing this, then come back to the phone when prompted and describe the 
movement phrase. 
2. Second phrase. Take a few minutes to reflect through movement on your emerging 
identity as a dance/movement therapist.  Create a movement phrase that embodies 
this identity.  Put the phone down while doing this, then come back to the phone 
when prompted and describe the movement phrase. 
3. Third phrase: Finally, take a few minutes to try to create a movement combination 
that expresses a relationship between these two phrases. Put the phone down while 
doing this, then come back to the phone when prompted and describe the movement 
sequence. 
4.   Did you learn anything new about the relationship between your dancer and 
dance/movement therapist identity while doing this? 
 
Do you have any other additional comments? 
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Appendix H 
Email to notify study is fully enrolled 
The nature of ongoing dance engagement and identity as a dancer in the identity 
and professional development of the emerging dance/movement therapist 
 
Hello. Thank you for your interest in participating in the study. However, at this 
time the study has been fully enrolled. 
Again, thank you for your time and interest. I wish you the best of luck in your 
continued journey to becoming a dance/movement therapist. 
  
Stephanie Gail Ross 
Dance/Movement Therapy Graduate Student, Drexel University 
sgr32@drexel.edu 
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Appendix I 
Record of contact 
Date of recruitment announcement post (Appendix A) on the ADTA website: __________ 
Table 1: Dates of contact with student representatives 
 
Student representative from: 
Hard copies 
mailed 
Preliminary 
email 
contact 
Confirmation 
received 
Antioch University     
Columbia College Chicago     
Lesley University    
Naropa University    
Pratt Institute    
 
 
 
 
Table 2: Dates of contact with participants 
Prospective 
Participant  
Initial email 
contact to 
researcher 
Researcher 
email reply 
Re-contact 
via email 
(optional) 
Participant 
reply, 
confirming 
day/ time 
Set 
day/ 
time 
Phone 
inter-
view 
survey 
1       
2       
3       
4       
5       
6       
7       
8       
9       
10       
11       
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Appendix J 
Prospective participant contact information and code number link 
 
Prospective 
Participant: 
Name  Email address  Phone number 
1    
2    
3    
4    
5    
6    
7    
8    
9    
10    
11    
12    
13    
14    
15    
16    
17    
18    
 
 Appendix K 
Artistic inquiry transcript for participant 1 
Movement phrase 1: reflect through 
movement on your identity as a dancer 
 
It started with a chase to the right, bringing my arms up, both of them up, around. And 
then, I did a little boogie, like, putting my knees to the right and left a couple times…. I 
kept doing things, and in a different order, so I’m gonna describe each of the 
movements that felt like it meant something.  Then I kicked my right leg out, sort of 
bringing my chest up – like, elevating my upper body, bringing both arms up around in 
a circle. And then I did this boogie thing again. I feel like, well I don’t want to analyze 
it yet. And then I did a little, like you go on releve – I don’t know what this is called 
anymore – bring your toe to your knee… passe?  Sort of like twisting my body at the 
same time, so it’s kind of like a half turn. Picture, it’s like, kind of jazzy style, with my 
arms in fourth position – jazz style.  So it’s sort of like a turn, with my knee up…. And 
then, another kick with the other leg back, with my arms out.  It feels kind of jazzy 
style, for the whole style of the dance. 
Movement phrase 2: reflect through 
movement on your emerging identity as a 
dance/movement therapist 
It starts with kind of swaying, standing upright, swaying the torso and the shoulders 
back and forth.  And then opening my hands to the sides, and kind of circling my arms 
over, but not in a huge circle, like a medium circle; and repeating that with the sway a 
few times.  And then it went to my hands reaching out on both sides, and then bringing 
my elbows in, like closing my hands, like I’m reaching for hands.  And then I repeated 
that a few times.  And then I went back to just the shoulders and that was it. 
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 Movement phrase 3: create a movement 
combination that expresses a relationship 
between these two phrases 
Ok.  I found myself changing the whole first phrase, to doing it as if it were ballet, 
actually.  Because I felt like the second one was much softer and much more, sort of… 
just softer and even more grounded in a way – but slower.  So I was slowing it down 
and it became more soft and graceful.  But then I found a few new movements that 
were like, taking my right hand and circling it over my face while looking to the right, 
and then to the left.  I was repeating that for a while, and then I was doing it facing 
forward, with my hand circling over my face. And then the same circles, bringing my 
hands next to my sides. 
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 Appendix L 
Artistic inquiry transcript for participant 2 
Movement phrase 1: reflect through 
movement on your identity as a dancer 
It was kind a like a low movement with my arm.  My hands were pretty close to my 
torso and I had a lot of holding positions that I actually did with my hands, and I was 
doing a lot of plies, kinda down up motion with my legs, and I got wider towards the 
end – close to when you were saying that I had a couple of seconds left – kinda opened 
up.  It was like I cleaned the space around me…. Do you need LMA terms? 
(laughter)… It was self-soothing, though. 
Movement phrase 2: reflect through 
movement on your emerging identity as a 
dance/movement therapist 
 
 
 
 
My movements were stronger, definitely a lot faster – I moved more, in space.  It was 
more of a ferocious kind of movement, but not too wild and crazy, just really strong.  I 
felt confident doing it.  I had a lot of more light movement, but it was very direct.  And 
walking in space, but then I started dancing more; towards the end I came to a more 
calm feeling in my body and I slowed down, then I stopped.  The movements were 
bigger and stronger than the first movement exercise. 
Movement phrase 3: create a movement 
combination that expresses a relationship 
between these two phrases 
That time I felt like I was really… I don’t know, I was balancing a lot on one leg.  I 
like, straight up try to balance on one leg, or I was down, I was low, close to the ground 
trying to balance on my leg.  There was a lot of reaching.  But I guess over time, it just 
ended up being a thing about balance.  I had this weird shape with my hand that was 
like a gesture with my hand that I kept doing.  It was like, 3 fingers are straight out, and 
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 then I had 2 fingers curled in, like a weird shape with my hand.  I don’t know what that 
means.  Then I just ended up coming to a more subtle place again towards the end… 
It might have been when I had 30 seconds left.  ‘Cause I was doing a lot of reaching, 
then once you said that I was like, “Ok, I gotta calm down and be in a more subtle 
place in the room.” 
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 Appendix M 
Artistic inquiry transcript for participant 3 
Movement phrase 1: reflect through 
movement on your identity as a dancer 
I started off with some movements in the vertical plane, centering movements with my 
palms together.  And then I moved out into doing some balancing on both feet in like a 
fourth position, and then I kind of moved out from there, taking up a lot of space and 
finding a lot of horizontal plane movement.  A lot of bending my knees, feeling my feet 
on the ground, then moving on to some jumps, using more space that way. And I ended 
up – trying to remember – kind of back in to a similar place where I started: hands 
pressed together moving up and down in the vertical plane, then a plie at the end 
(laugher) in parallel position.  I hope that gives you something! 
Movement phrase 2: reflect through 
movement on your emerging identity as a 
dance/movement therapist 
Ok. What I noticed was a lot of carving and rounded movement, bringing it in towards 
my body.  Rocking, side to side shifting of weight.  It was the gestures that were kind of 
creating barriers and then separating things, and then bringing them back in towards my 
core.  And then, a gesture with my hand like sand settling.  And then, carving movement 
upward with the hands, like something growing.  It didn’t take up very much space.  It 
was more contained – the whole phrase - than the first one, it stayed kind of in the same 
place. The small shift in weight from side to side, maybe stepping forward a couple 
steps, and then coming back.  Whereas the other one I was really all over the space.  I 
had a lot more visual imagery that came up when I did the dance/ movement therapy 
identity part.  It was really interesting.  I think you could even hear it in the way I was 
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 describing it – like sand settling, and carving.  Definitely really interesting. 
Movement phrase 3: create a movement 
combination that expresses a relationship 
between these two phrases 
That one was a little bit more of a challenge. (Laughter) …I think what ended up 
happening was I was alternating between a more contained space and a more expanded 
space.  There was kind of the grounded element I had in both of them were there – the 
floor, the feet, feeling my feet on the ground, bending my knees, shifting of weight.  It 
felt unfinished, like I wanted to work on it a little bit longer...  I used less arms and more 
legs in this… I’m trying to think if there was anything else… I think, overall I tended to 
be more in the horizontal plane… Guess that’s it. 
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 Appendix N 
Artistic inquiry transcript for participant 4 
Movement phrase 1: reflect through 
movement on your identity as a dancer 
Image that came up for me was…like a lotus. And the movement that grew out of it 
was… being able to balance my heart and the center, the core, of my body.  So I had one 
hand on my heart and the other right below the naval, the core.  And then moved on to 
other sustained movements, like breathing, and trying to connect with those. Then 
moving on to a little more classical Indian movements. And I did my – there is an 
opening that we do every time we dance in India, which is being able to, touch mother 
earth and be able to  actually offering permission and asking for permission to dance on 
the earth and thanking, and low to the ground - so that’s what I started with. And it’s 
funny because most of my dancing has really fast movement; it was really sustained and 
very introverted. And, on another level, I would have loved to dance and move around 
some more. 
Movement phrase 2: reflect through 
movement on your emerging identity as a 
dance/movement therapist 
I think my biggest image was a vessel, and how being a dance/movement therapist – my 
body as a vessel and how do I really prepare and be present with my client in the field. 
One, really being able to be present in my body because otherwise I’m not going to be 
present in the situation.  And, at the same time witnessing them and also witnessing 
myself. I’ve had experiences in which the client actually completely made me marvel at 
how important…dancing is to be able to be present without. So my movement was using 
my body in the shape of different vessels and then it moved on to… I started really low 
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 on the floor, and then went on to trying to shape vessels in different ways, but it’s 
completely dependent on the client in front of me. And then…what do I do to prepare 
my vessel and how do I refuel myself? How do I ask – I really do like the self care piece 
of the vessel, in order to be present and really be the best at, as far as I can, in the 
therapeutic realm. So that was my movement. Again, not very fast – more sustained. I 
had some moments of quickness, but it was predominantly sustained… there was a lot 
of carving movements, a lot of breath, a lot of being able to focus inward, but also focus 
outside. I used, I think at one point, some spoke-like movement. I wonder where that 
came from, but I don’t know. Then, I had a lot of shape movement – like, more postural 
movement than gestural. Whereas my identity as a dancer had more gestural movement 
– had more posture gesture, like a balance.  But as a therapist, I had more posture – 
more whole body. 
Movement phrase 3: create a movement 
combination that expresses a relationship 
between these two phrases 
Ok, let me catch my breath! … Actually using movements from both. I did have an 
offering as I started. Then I moved on to have a lot of across midline movements, like a 
crisscross. There was a lot of going right, left, left, right, and then – a lot of across 
midline diagonals. At one point, right early on… I felt very overwhelmed and felt the 
need to ground… feeling my feet firmly on the ground, across different levels, so … 
mid level, and then standing. And then happening at the same time… focusing on my 
breath… I was really happy, though…. This is what it’s gonna be… it’s gonna be reality 
soon, which is kind of exciting. I think I also at one point, paused, and just used my 
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 ankles to connect to each other… connect and then cross. The quality went from being 
… rather than just all that… more distinct and felt happier… Thank you for that. Wow, 
it was really good to just – being able to want to move just in the last day. That was 
something I wanted, I wanted more space around me. 
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 Appendix O 
Artistic inquiry transcript for participant 5 
Movement phrase 1: reflect through 
movement on your identity as a dancer 
So, I don’t have a lot of space in my apartment, so I am standing.  I took step forward 
and a step back, and when I took a step forward with my right foot I made a forward, 
straight, direct kind of movement with my right arm, pointing directly forward.  I lunged 
forwarded with my right leg.  And did the same to the back, so forward with my right, 
then with the back – in a direct way, forward, middle, and back, then back, middle.  And 
then I came up, over my head, with both of my arms…up, over, at some places high.  
And then I came down.  I don’t know.   To me it kinda feels like… kinda curling down 
with my – but following my hands down in front of my face and the front side of my 
body, all the way down to my feet, kinda curled up.  Like bringing the energy in.  Then 
from the curled up, again on my feet but in a ball place, I stepped out, into… (Laughs) a 
standing big X.  And then, kinda looking up. (Oh, that’s interesting).  And then I circled 
both of my arms one at a time, up over my head and backwards, and swing backwards 
so that my back was – my torso was convex.   So my hands one at a time, right first, 
went up through forward middle, forward high, place high, back, and around.  That was 
kind of it.  Kind of like an opening. 
Movement phrase 2: reflect through 
movement on your emerging identity as a 
dance/movement therapist 
I came down onto the floor in a fetal position on my left side.  I took a big breath there, 
and then rolled onto my back and raised up my arms and my legs into the vertical 
dimension and then opened them out – all four at the same time – and then back 
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 together.  And then I rolled back onto my left side and stayed there again.  Took a 
breath.  I didn’t really want to go anywhere. And then I came back up with my arms and 
my legs in the vertical dimension then I opened them up again, did the same thing again, 
and closed them.  And then I rolled onto my left side and came up into a seated position 
with… sweeping my right arm – arcing it around on the floor. And I’m sitting with my 
left leg bent and my right leg out to the side, and then I came up.  Then I brought my 
legs up into… knees bent, sitting with my… my feet are flat on the floor, my knees are 
bent, I’m sitting, and my arms are resting on my knees, palms up and open.  So I kind of 
feel like I’m sitting… ready… waiting… ok. 
Movement phrase 3: create a movement 
combination that expresses a relationship 
between these two phrases 
Ok.  This is challenging in such a small space!  This time… I started with my face 
down, on the floor, with my body in a straight line.  And then I rolled over onto my left 
side, came up.  Using the counter tension in my right foot, pulled myself up, reached out 
towards the left side, from sitting in a kind of mini… definitely not the splits because I 
can’t do that, but that kind of shape – my legs were in a V.  So then reaching out to the 
right side with my right arm, spiraling back down to the floor, head on the floor.  And 
then using my left foot, coming up towards the left side, reaching out towards the left 
side with my left arm.  And then spiraling back down onto my belly, and then… I 
pushed up onto all fours and started…and came up onto my knees and was reaching 
forward with... kinda walking forward on my knees and reaching forward like I’m 
pulling something in…like I was pulling on a rope… yeah… Very direct in space.  Kind 
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 of vacillating between accelerating and decelerating.  I would say vacillating also 
between bound and free flow, but probably more binding, especially with all the… this 
feels a lot about reaching and pulling – like when I was reaching in the beginning out to 
each side, and then when I got up I was pulling something in.  So I was reaching out and 
I was pulling something in, and that feels kind of bound.  What did I miss...? Oh, 
Weight... oh I’m always weighty (laughter).  I’m always increasing pressure, I don’t 
really know how to do the other way. 
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 Appendix P 
Artistic inquiry transcript for participant 6 
Movement phrase 1: reflect through 
movement on your identity as a dancer 
Very light, angular, a lot of balancing and weight shifting.  Also a lot of direction 
changes.  I was on my feet the whole time, I never went down to the floor, but there 
were some level changes – while on my feet… Contractions… One turn.  Kinda like 
light and easy, but the movements were very familiar – they’re kinda like my movement 
vocabulary from when I did choreograph.  So like whereas, way back when, I was very 
strong and athletic, right now it’s very like going through the motions, like, ‘oh this feels 
really familiar’ but in a very light way, if that makes sense. 
Movement phrase 2: reflect through 
movement on your emerging identity as a 
dance/movement therapist 
It started out very open and present and proud.  Like a lot of arm movement circular 
movement overhead.  And then there was some – my hands were touching each other.  I 
was like self soothing almost.  I also felt like it was very welcoming like I was offering 
something.  And then kind of to my surprise I – my breath kinda like (exhales) - very 
deep and heavy.  And with that I contracted with each breath and bent at the knees.  I 
guess that would symbolize the burnout and feeling depleted and just exhausted by the 
whole process, which was really interesting, because I expected the first half, because I 
love it so much, and I really do identify with what we’re doing.  I mean I guess I also 
identify with the exhaustion and all that, but I didn’t know that it would come from this 
movement phrase with your directives.  And for some reason, with this one I was really 
facing one direction the whole time and didn’t really have level changes except for the 
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 part I just described, where I kinda like sunk a little bit.  Yeah. That’s really it. 
Movement phrase 3: create a movement 
combination that expresses a relationship 
between these two phrases 
This was the only one where I had my eyes closed.  It started out with my hands 
touching the back of my thighs – my hamstrings – and my hands went all the way down 
the back of my legs and I curved into a ball and got really, really small, and grew out of 
it – like, fully came back up and my arms circled over head.  I did that a few times.  And 
then… a lot of weight shifting but balancing on one leg then the other, while my hands 
were clasped.  It felt really good.  I felt really grounded.  It’s nice to know that I’m 
getting my balance back, since surgery.  I also did a lot of reaching and head circles.  
But it felt really good because my neck is sore right now, my shoulders are – you know, 
after a long day.  So it was kind of like self care, which I thought was interesting, given 
the directive.  We may have this exhausting profession ahead of us, as exciting as it may 
be, but because we are dancers, we’ll know how to take care of ourselves almost – on 
some level.  The only other thing I guess I would say is that, getting really small at the 
very beginning – I really have found myself kind of in fetal position many times this 
year, mostly because most of the work I did last semester was flow work, but it’s still 
really healing.  I found it to be a position, at first, like really hiding and small… and 
scared almost and uncertain.  But over time I’ve kind of felt like, kinda like safe. I like 
being close to myself, and kind of like… when I put my arms around my shins and I’m 
hugging myself, it feels like I could be my own security blanket.  So it’s not like a 
negative, ‘Oh I feel small, and then I grew into this thing.’ So, that’s it. 
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 Appendix Q 
Artistic inquiry transcript for participant 7 
Movement phrase 1: reflect through 
movement on your identity as a dancer 
I started out by – I have my mirror right here, and I just was looking at my body in the 
mirror.  There was a sense of sadness throughout the whole thing.  So I just kind of like, 
was looking at my body and how it’s changed. And then I just… yeah, I got really sad 
and kind of like, held my face in my hands, just covering my face. And then, I just felt 
like curling up in this little ball and just…yeah, and that’s what I did.  And then I was 
just kind of on the floor, in sort of a ball, with my hands over my face.  I stayed there for 
most of it.  And then I stood back up and looked at myself in the mirror again, and there 
was just this deep sense of… loss, of mourning, actually.  It felt like… (exhale) yeah, of 
loss.  Yeah, uh huh.  And that was really it.  It was very simple, not too elaborate. 
Movement phrase 2: reflect through 
movement on your emerging identity as a 
dance/movement therapist 
I started standing with my hands over my chest, and slowly had them come off my chest 
and open up until they were wide and open.  I feel like I could really breathe and give.  
And then slowly walked forward, in the Saggital direction, and then I stopped – and, I 
took a few paces, then I stopped.  And then I actually did almost like the reverse, like I 
was scooping something – like I was coming in to hug something or someone… and 
then…yeah, and that’s kind of how it ended, like I just did that… I repeated it. 
Movement phrase 3: create a movement 
combination that expresses a relationship 
between these two phrases 
I started down, kind of in a ball again with my hands over my face.  I slowly took my 
hands down my face as my head came up and looked towards the ceiling.  And then I 
rose up, vertically.  And then… my hands were down by my sides, and then they came 
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 up and I was on my toes and reaching towards the ceiling for a while.  I was kind of 
mesmerized by that movement.  So I was reaching, reaching, reaching, reaching.  And 
then finally I came down and did the same scooping motion but this time I didn’t 
actually come in and hug – it was almost just like a holding space, this big space, where 
there was energy in the middle and a circle with my arms.  And then I… and then I did 
hug myself!  And then…I walked forward, and then looked back to where I came from, 
and then reached my left hand out. 
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 Appendix R 
Artistic inquiry transcript for participant 8 
Movement phrase 1: reflect through 
movement on your identity as a dancer 
I start curling down to the ground, stepping out with my left foot, and go down and then 
turn, put my other leg over, and then go into a handstand position.  And then I’m back to 
standing, and I’m back up, and go into a releve, and then repeat that – stepping forward 
and rolling down. And then I roll onto my knees, with my chest over my knees. Then I 
rolled up and that was it. 
Movement phrase 2: reflect through 
movement on your emerging identity as a 
dance/movement therapist 
I stayed in the kneeling position that I ended in before.  My hands are crossed in 
between the space in my legs.  I stayed there for a moment, and then I start to rise in the 
kneeling position, and cross over my left foot, so that it’s crossing my right knee.  Then 
I roll up and unwind from the crossed position. So I’m standing now facing the corner. 
And then, I take two steps and kind of open up the arms, but my elbows are still into my 
body, my arms are kinda bent, and it’s a small release with the arms.  And then I take 
two steps right, left, and open up to the other corner – a little bit more open, the arms are 
opening again, but the elbows are still in.  And then take two steps back and go to a 
kneeling position, just with my left knee back and my right knee forward. 
Movement phrase 3: create a movement 
combination that expresses a relationship 
between these two phrases 
I started from a kneeling position.  My shoulders come up, and then they go down.  I go 
to one knee, so my right foot comes forward.  And then the shoulders come up again and 
this time my hands go out in a flexed position and I stand – so at the same time.  And 
then I step back, it’s a different rhythm, so it’s like a syncopation with the feet, stepping 
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 back.  And then I turn on my left leg, with my right leg extended, and take two steps, 
again syncopated, back – like a, it’s not really syncopated, it’s more of a chases – a 
chase, and then from a plie position I roll my shoulders back, and ended like that… 
[There was] Weight, increasing pressure, more Time than the rest of them – variations, 
mostly accelerating.  Direct space, and more spots of bound flow than are usually in my 
Effort qualities – so mostly free but there were some bound qualities. 
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 Appendix S 
Artistic inquiry transcript for participant 9 
Movement phrase 1: reflect through 
movement on your identity as a dancer 
I came up with something that I just identified with and I didn’t change it, so I was just 
repeating it… I started in a forward fold with my knees bent and a parallel first position.  
And then I rolled up with my head being last and my arms followed, reaching up in the 
parallel position.  I then spiraled my torso, keeping my legs straight, to the right and 
opened my arms, so I was looking to my right side with my arms open in second.  It was 
kind of, it was fast, it accelerated.  And then I slowly came back to my starting position 
with my arms parallel over my head and my… facing forward.  And then I spiraled and 
repeated it the other way – accelerating and decelerating as I came back up.  Then I 
spiraled back to the right and opened my arms at the same time, as I did that, I brought 
my right leg up into a parallel passe.  I continued the spiral of my torso so that it actually 
took my leg with it.  My leg turned out, and I ended up in a side lunge on my right leg, 
with my arms open to the side.  And then, initiating with my right arm, I did kind of like 
a… I brought my right leg to my left foot and did a pencil turn with my left arm over my 
head and my right arm in front of me…My right arm led my turn.  I came back to the 
front and I did a forward fold swing down, and then back up.  Then I did a swing down 
with a hop, back up, then I collapsed back down into my forward fold so I could start 
over… there’s quite a bit of spatial intention.  I’m very much naturally in awake state, 
and I feel like this movement had a lot of… space and time.  I would say that my lunge, 
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 when I spiraled and opened, I had a sense of increasing pressure.  So that fall into my 
lunge wasn’t passive, it was more intentional of increasing pressure into my lunge.  
Even though the spiraling itself was kind of accelerated, the lunge became about 
increasing pressure and was actually sustained so that pressure could be increased… The 
turn became more about flow… it seemed kind of vision drive-ish or mobile… It feels 
more mobile and less spatial. So it feels more about the time and the flow… Overall I 
feel it was very time and space, which tends to be my preferences. 
Movement phrase 2: reflect through 
movement on your emerging identity as a 
dance/movement therapist 
Ok.  So I started in a seated position on my knees, and my arms were across my body – 
wrapped around my body.  My left arm is actually down and my right arm was on my 
shoulder.  There was a slow sustained twisting of my torso – very small, not completely 
to the side…almost rocking around my vertical axis instead of forward and backwards.  
And then my right arm dropped to my side and scooped up forward…forward middle 
with my palm up and my fingers together.  I also came up to one knee, so it was my 
right arm and my right knee that were both forward.  And then I brought my left arm 
down to my left side and opened up… I kind of twisted from facing forward to facing 
my left side by coming up into a second position, so bringing my left knee off the floor 
and opening my hip into a second position – so my arms were both out and I was now 
facing the left.  And then from there I twisted…I took my right arm across my body 
really close in proximity and almost…it feels like a punch.  So I ended up twisting all 
the way to my left leg and having my palms parallel facing down, towards the back.  So 
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 I went from facing the left side, twisted towards the back, both my palms facing down.  
Then reversed it so I was in second with my palms up, then twisted toward the back, 
punched my right arm, palms down.  And then I opened back up to second.  I brought 
my right foot to my left foot in a parallel first, dropped my left arm down to my side, 
and brought my right arm up over my head.  I just released it so it was really passive… 
with my right arm, I grabbed just above my left elbow on my bicep.  I brought my left 
hand up towards my face…and I looked up with a little arch and released my chest, and 
then brought it all rolling back down, leaving my right arm on my bicep, but bring my 
left arm and my focus down towards the floor.  And then I repeated it going back up.  
And then I slowly brought my arms to my sides…. The first part was the spiral side to 
side, feels like a binding freeing fluctuation… it feels more on the binding end, but 
there’s a sense of freeing in the moment.  Not very spatially aware, more time oriented.  
It feels more time oriented to me, actually, the whole thing.  When the right arm 
dropped to the side, it was very passive.  When my knee and my arm came up towards 
the front it was very bound and direct, like, “Here I am!”  And then, obviously when I 
was spiraling towards the back, that kind of punching moment… it felt overall to me, 
very stable, although I can’t identify specifically why… now that I reflect on it, it felt 
very stable.  It wasn’t about mobility… I mean, there are moments when time came it… 
at the very end with my looking up – it was very decelerating up, and a little 
acceleration and collapse forward and decelerating back up…  I’d say that would be it. 
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 Movement phrase 3: create a movement 
combination that expresses a relationship 
between these two phrases 
Ok…I started this one standing again in parallel, but I did the arms like I did in the 
second combination, so I had the left arm around my waist and the right arm on my 
shoulder.  The first movement I did was kind of an accelerating swing low to bring my 
right arm from my shoulder off to my side.  It was very passive.  It felt just like a swing, 
very, not spatially oriented, but about the exploration of it – from my shoulder away 
from my body.  I then brought my right arm in a circle above my head and stepped 
forward with my right foot so I was kind of in a right lunge.  I brought my left arm back 
behind me so – almost looks like a warrior position in yoga, where you have one arm 
back and one arm forward.  And then I repeated – it feels less like a punch – but I 
twisted all the way towards the back and brought my right and left palms side by side.  
That felt more direct and accelerating than the punch, doesn’t have the weighted-ness of 
it.  And then I did the opening body half with my right arm, and I basically made it a big 
circle.  So I stopped in the second position, but then continued back down, and I spiraled 
back towards the back, and I opened again.  So it’s like these two really big circles…It 
feels kind of… vision drive-y.  So accelerating, direct, and some binding/freeing-ness 
going on.  Like the top half of the circle feels very much more freeing, whereas the 
bottom half of the circle, when I’m going back towards the back and bringing my arms 
parallel to each other feels more binding.  And then I did another half circle and ended 
up back in the second position.  And I did one of those turns again, where I brought my 
right foot to my left foot, my right arm around the front, and my left arm up to face the 
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front again.  And then, when I got back to the front, I brought both arms up, then I 
looked up at my palms – so I’m all parallel looking – with my focus up.  It was a 
decelerating feeling, and just bringing my arms back to my sides and then swinging 
them back up into parallel with my focus up.  Then decelerating directing back down to 
my sides.  That’s where I ended.  The coming down was very decelerating, not a lot of 
time, just feels pretty passive and direct – like I’m going to a place high to a place deep 
along my side.  But it’s more about my focus of my head being up, versus being straight 
ahead and then up, and then back straight ahead to finish. 
 
 
  
 
 
